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PREFACE 


In ancient times. Dramas and plays were a source of pleasure 
and entertainment for the people in both India and Greek society. 
Alongwith the other sorts of entertainment, they did have a link 
with religious feelings. 

In ancient times the Drama and plays were staged in the open 
places in both the lands. Gradually it was realised to create 
particular place where plays might be staged. 

The topic of my research is “A Comparative Study of 
Ancient Greek and Sanskrit Stage.” Late Prof. R.S. Tnpathi 
suggested this topic. I worked under the guidance of Prof. Dr. P. 
Anand Shastri of Aligarh Muslim University. 

In my present research work, I have discussed ancient Greek 
and Sanskrit stage. The term stage has been taken in the sense of 
theatre, English word derived from Greek word ‘Theatron’ 
meaning ‘a place for seeing’. In Sanskrit Natyasastra stage is 
represented by the words Natya-grha or Natya-mandapa or 
PrakSsagrha. My research is confined to the ancient period of 
structural point of view of stage of both India and Greek Drama. 

This thesis consists of seven chapters divided into two parts- 
first is related to India Natyagrha and the other to Greek theatre. 

The first chapter is introductory of structural particulars The 
second chapter deals with the characteristics of theatre. In the 
third chapter the stage has been defined according to Bharata 
Muni and other ancient scholars. In the fourth chapter main 
ingredients of Sanskrit stage are discussed in detail and compared 
with the Greek theatre. 

Fifth and Sixth chapter deals with the Greek theatre and its 
comparison with Sanskrit stage in detail. 

The last chapter concludes the comparison between the stage 
and theatre of India and Greek in ancient times. In my opinion, it 
can be asserted that some sort of influence had its way through 



the early cultural intercourse of both the peoples. 

I acknowledge my sincere gratitude to my supervisor Prof. 
Dr. P. Anand Shastri who took great interest and affectionate 
care. 

I wish to extend my gratitude for encouraging me in my 
research to my mother, brothers, husband and Dr. D.K. Jain 
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CHAPTER - 1 


VIKRSTA THEATRE 

What is Theatre 

It would be in the fitness of the things to shed a bit of light 
on theatre in general before we proceed to discuss the ancient 
Greek and Indian theatres in all their aspects. The word ‘Thea- 
tre’ as it exists in English, derived from the Greek word ‘Theat- 
ron’ (0saT— pov) meaning a place for seeing. 1 The word 
‘Theatron’ is its own turn is derived, as Prof. Wilfred Grenville 
indicates, from the Greek Verb ‘Theaomai’, which means to 
see. 2 

It can therefore be surmised that the word ‘theatre’ or ‘theat- 
ron’ by its sheer derivation means ‘A place for the audience to 
see the performan 9 e in broader sense’. A theatre is a building or 
place furnished with seats and provided with a stage upon which 
plays or dramatic spectacles are performed, a playhouse. This it 
has come to signify a building or place so arranged that people 
can see and hear a performance given by others. The part of 
such a building where the actors and others display their 
performance is called the stage. This chapter deals with the 
theatre from the View point of the structure in which it has 
traditionally been presented. 

Bharata describes the three types of theatre in his Nat 
yasastra. He says that three types of theatre have been fixed by 
Visvakarma 3 . These are (1) Vikrsta (2) Caturasra and (3) 


1 . Henry George Liddell & Robert Scott— A Greek-English-Lexicon, p. 
785. 

2. Prof. Wilfred Granville —A dictionary of Theatrical Terms, p. 184. 

3. Natyasastra 2/7-8. 
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Tryasra. Further he says that these types again may be divided 
into Jyestha, Madhya and Avar a according to their 
measurement. Each type may be measured m Hastadandas. 1 
Abhinavagupta notes two views about these types of theatre. He 
says that some scholars express that Vikrsta, Caturasra and 
Tryasra these very three types and Jyestha etc. are identical. In 
other words Vikrsta is Jyestha, Caturasra is Madhya and 
Tryasra is Avara. Others hold that each of the first be called as 
by virtue of its varying dimensions may Jyestha, Madhya and 
Avara and thus there would be nine types of theatre. 2 According 
to Abhinavagupta these may further be divided on the basis of 
the measurement of Hasta and Danda; thus the types of theatre 
would be eighteen in all. In view of Abhinavagupta the second 
interpretation is correct one. He remarks that all these types 
would not be useful, but they are only mentioned to maintain the 
tradition. 3 

Thus the Natyamandap is divided into Vikrsta, Caturasra 
and Tryasra classes with their subdivision into Jyestha, 
Madhyama and Avara on the basis of the measurement of Hasta 
and further into nine classes on the basis of the measurement of 
danda. Abhinava also admits of these eighteen types of theatres. 
At the end of II chapter he states that many types of theatres 
may be constructed according to the instruction given above. 4 

Thus the above mentioned nine classes are : 

Vikrstajyestha - 108x64 

Vikrstamadhya - 64x32 

Vikrstavara - 32x16 


1. Nfityasdstra 2-9. 

Wf:l TJcfcf -srfifo p. 163. 

% ^ P rffoer : 1 1 


4. tjsH faftni 1 1 — srftro p . 201 


-3rm° P . 1641 
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Caturasrajyestha - 108x108 

Caturasramadhya - 64x64 

Caturasra-avara - 32x32 

Tryasrajyestha - 108 

Tryasramadhya - 64 

Tryasra-avara - 32 

All these measurements given here are m accordance with 
the 10th verse of the text 1 which explicitly states that Jyestha is 
108, Madhya is 64 and Avara is 32 cubits in length which 
apparently means that each of the Jyestha types should begin 
with 108 cubits. 

Notwithstanding the exceptibility of these varieties and 
these measurements to the scholars Abhinava and others, we 
come across inconsistencies on their part when we examine 
Bharata’s statement ‘‘'srsjpj^mi -etm cTW^rwrqf4^r?r”i along with 
the comments of these scholars. 

According to Bharata, of all the theatres, those of the 
Madhyama playhouse is the ideal. Bharata appears to have 
centered his attention only on the Madhyama measurement of all 
the three types of playhouses. 

From Sloka 30 to 85 Bharata devotes to the description of 
the measurement of Vikrsta type of playhouse and points it out 
as 64x32. This measurement is in perfect conformity with the 
medium size measurement of Vikrsta playhouse according to the 
above table. 

However Bharata describes the measurement of catursara 
playhouse from Sloka 86 to 101 and gives its measurement as 32 
Hasta on all the four sides. 2 

He deviates from the general measurement of medium sized 
caturasra playhouse of which the dimensions are supposed to be 
64x64. 


1. Natyasastra 2-10. 

2. wsrhj wr gi — sarcm, ^jo 
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The size of 32x32 prescribed by him relates to the ‘ Avara ’ 
measurement of the caturasra in the above table. It is here that 
the inconsistency exists as in the case of Vikrsta, Bharata’s 
dimensions conform to the Madhya size and in the case of 
Caturasra-they conform to the Avara size. 

Among the modem scholars Dr. Mankad and Prof. Subba 
Rao have attempted to resolve this inconsistency. 

According to Mankad, Vikrsta represents Jyestha, Caturasra 
Madhya and Trayasra Avara. He inferred that the two verses 
referred above attributed to Bharata were actually interpolations. 
According to Mankad verse 9 expressly states that Jyestha etc. 
are the Pramanas of Vikrsta etc. and verse 10 gives these 
measurements. A combined reading of these two verses makes it 
clear that Vikrsta has the Jyestha measurement which is 108 
cubits. Therefore its varieties should begin with 108. Thus Vikrst 
a-Jyestha is 108x64, Vikrstamadhya 64x32, Vikrst-v4vara 
32x16. In this way Caturasra will have madhya measurement 
that is its varieties will begin with 64. Thus Caturasra Jyestha 
64x64, Caturasra madhya 32x32, Caturasra Avara 16x16. 
According to him this is the only way to harmonise these 
otherwise conflicting statements. 

We have another version of Prof. Subba Rao by way of 
resolution of this inconsistency. 1 He also relates the 
measurement of Vikrsta with Jyestha , that of Caturasra with 
Madhyai na and Tryasra with Avara. Again he has also admitted 
of the beginning of measurement respectively as 108, 64 and 32 
Hasta s. 

Besides he has also asserted that all the nine varieties of 
mandapas given in the list are not practically serviceable. Only 
three of them are worthy of use and thus there too only the 
Caturasra mandapa with the size 32x32 is appropriate while the 
remaining two are impracticable. The reason being that if the 


!• A Critical Survey of the Ancient Indian Theatre in accordance with the 
second chapter of the Bharata. 

—Natyasastra by Prof. D. Subba Rao. p. 445. 
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Caturasra mandapa is erected with the size 108x108, it would 
be almost double the size of Vikrsta (108x64). The size 108x108 
for Caturasra mandapa is the largest and not practicable. 
Similarly the Caturasra mandapa 64x64 is also double the size 
of medium type of Vikrsta mandapa which is 64x32. So that two 
are impractical. Hence the only appropriate mandapa in the 
Caturasra group is of the size of 32x32 and Bharata has given a 
description of this very type. As observed earlier the Caturasra 
mandapa is the medium one. The measurement of medium 
mandapa runs 64 hasta and thus the mandapa of 64x64 and the 
other of 32x32 are the measurements respectively for Jyestha 
and Madhyama of Caturasra. Subba Rao is of the view that it is 
for this reason that Bharata has made description of 32x32 hasta 
for the medium mandapa of Caturasra. 

Therefore the Vikrsta sized mandapa is Jyestha, Caturasra 
is Madhyama and Tryasra is Avara. This opinion has been 
established by both the scholars. They seem to have based their 
conclusion on the following verse: 





In the light of this verse, the playhouses cease to have nine 
classes; and have only three because the Vikrsta mandapa is 
renamed as Jyestha, Caturasra as Madhyama and Tryasra as 
Avara. 

Now the point is whether the question of inconsistency 
raised by Dr. Mankad and Prof. Subba Rao and the explanations 
provided by them are authentic. 

The facts mentioned in this context make it clear that sole 
ground of controversy raised by these two scholars is the 
following statement of Bharata: 

3tetPJ5P*lT I 

According to this verse the Madhyama mandapa is 
considered to be the best. That is why the construction of 
medium mandapa of the Vikrsta type was described in detail. 
Likewise the construction of only one type of Caturasra 
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Mandapa was described in detail in verses 86 to 101. Bharata 
quoted its size as 32x32. Like the Vikrsta Mandapa the medium 
of the Caturasra mandapa too has been considered ideal and 
described in detail. This has led these two scholars to Establish 
the Caturasra as the medium mandapa. But this conclusion does 
not appear to be convincing. This is the Avara mandapa of 
Caturasra and can not be accepted as the medium one. 

Now the question arises that while describing the medium 
Mandapa of Vikrsta, why Bharata went on to describe the Avara 
mandapa of Caturasra . The possible reason appears that while 
making a specific description of Vikrsta Madhyama mandapa 
measuring 64x32. In the very next verse he has specifically 
prohibited the construction of a larger sized Mandapa} 

According to this instruction a Mandapa larger than 64x32 
Hasta should not be constructed. The Caturasra Madhyama 
mandapa of 64x64 is just the double size of Vikrsta Madhyama 
mandapa which measures 64x32 and in that case the dramatic 
performance will be off the focus. It is quite likely that for this 
reason Bharata ignored the Madhyama mandapa of Caturasra 
measuring 64x64 and described the one of 32x32 Hasta. 

Now the next point is that Bharata wrote : 

Explaining Hasta and Danda as separate measuring rods. 
Abhinavagupta classified the playhouse into eighteen types-nine 
based on Hasta and nine on Danda ? 

According to Bharata four Hastas make one danda } This 
was pointed out while describing the units of measurement. This 
proves that Hasta and Danda are two different terms of 
measurement. But no where in Natyasastra do we find a 
mention of the Danda measurement while Bharata himself 


1.3RT: 1 I 

cT? -TTZ5I II — 2-21 

2. Abh. p. 173, B.H.U.P., Varanasi. 

3. -*gi(fwl i — 2-19 
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defined Hasta and Danda as two separate measuring rods, he did 
not at all take into account in his Natyasastra the Danda 
measurement and focused his sole attention on the Hasta 
measurement. This significant fact has been completely ignored 
by Abhinava, while classifying the Mandapa into eighteen 
types. It is only the modem scholars like Prof. Subba Rao, P.K. 
Acharya and Dr. Mankad etc. who have raised this issue. 

Prof. Subba Rao does not accept the theory of Hasta and 
Danda as two separate units. He interprets Bharata’s Hasta 
Danda as ‘Hath Bhar ka Danda ’ and puts further, P.K. 
Acharya’ s Dictionary in evidence for this interpretation. 1 2 In this 
Dictionary Hasta-Danda has been defined as a length of 18 
inches i.e. one Hasta ? On this basis Prof. Subba Rao has 
admitted only nine types of playhouses. 

Dr. Mankad view is that one Hasta is 1 - but one Danda is 
6’. Dr. Mankad’ s statement is that “if we tak& the measurement 
in dandas, Vikrstamadhya will have a range of 48x48 sq. dandas 
i.e. 288x288’ which will give a floor area of 82,944 sq.ft. This 
area can accommodate about 20,000 persons. Further, the largest 
type admitted in theory is Vikrsta Jyestha, which will have a 
Range of 54x54. If we take Hasta measurement this will mean 
81’x81’ = 6,561 sq.ft, accommodating 1,500 persons, but if we 
take danda measurement it will mean a Range of 
324’x3 24=1, 06,976 sq.ft, which would accommodate about 
25,000 persons, which is impossible.” 3 

Thus Subba Rao while interpreting Hasta-danda as one unit, 
failed to explain why Bharata defined Hasta and Danda as two 
separate units. On the other hand, Dr. Mankad while accepting 
the theory of * danda ’ and ‘Hasta’ being two separate units, 
failed to explain why Bharata ignored the ‘Danda’ unit. There 
the problem stands as such. 


1 . A Dictionary of Hindu Architecture — P. K. Achaiya p. 13. 

2. Ibid p. 13. 

3. Ancient Indian Theatre — Dr. Mankad p. 14. 
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Kumbha has used the term 27 Danda in place of 108 
Hastas. 1 This leads us a step forward towards the direction of 
solution of the problem. Following the theory of Kumbha, if we 
accept the measuring term Danda in place of Hasta, the stage 
(Theatre) would not be oversized, which falls in line with 
Bharata’s theory too and also provides an explanation for 
Bharata’s silence about the Danda measurement. 

Now 108 Hasta will convert into 27 Danda, 64 Hasta into 
16 Danda and 32 Hasta into 8 Danda. On this basis the mention 
of Hasta measurement can co-exist with that of Danda 
measurement. With this conclusion the fear of the Nat 
yamandapa being four times larger and hence unpractical is also 
eliminated. And there remains no contradiction in the theory of 
Bharata and its interpretation by Abhinava. So this conclusion 
appears to be more appropriate. 

Before commencing the construction of the Playhouse, 
according to Bharata, it is essential that first the soil should be 
examined. After this the theatre construction should be started 
according to the measurement of Vastu with good feeling. 
According to Abhinavagupta 2 the word Vastu is the implication 
of measure and acceptance of the ground. That is to say that how 
much length and width should be taken and from which type of 
ground? Then Bharata states that the soil must be in level, 
constant, hard and black or white. According to Abhinava, 
others hold that white and black soil should be mixed to 
construct the Natya-Mandapa? Then it should be cleared of all 
rubbish like bones, skeletons, nails, skulls, grass, stones and 
such other things and whole field must be ploughed. Having 
purified the ground that way, the measurement be advised. 

Here Bharata refers to the suspicious constellation under 
which the theatrical work has to be commenced. The three 


1. ■'tJltrWl 

cr* ■Wbrtfqbii %«T | — *TOleFfeT-^T, p. 869. 

2. i -srrotai 

3. gRtg-5 qt ft fira^i4 :i p. 1741 
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uttaras, namely, uttarasadha, uttar aphalgum, uttarabhadrapada 
and other stars Mrgaslrsa, Visakha, Revati, Hasta, Tisya and 
Anuradha are the auspicious constellations for constructing the 
Natyamandapa. Then the Pusya constellation ground must be 
measured with a white string. This measuring thread should be 
made of Karpasa, Valkala or Munja by those who have 
experienced. It must have no joints. Wise people should made 
such thread as can not be broken. If the thread is broken in the 
middle, the death of the King is definite and if broken at one 
third part of the thread, a political disorder of national order 
would take place m the country. If broken at the fourth part, the 
destruction of the chief builder is said to come across. Even at 
the fall of the measuring thread some sort of loss was quite sure. 
Handling of the measuring thread should always be rendered 
with great care. 

Abhmava remarks that the measuring string should not be 
prepared with leather . 1 This statement of Abhmava seemingly 
indicates that leather is not considered auspicious for theatrical 
performance. Other reason of this forbidding might be the fact 
that leather’s colour is not white and Bharata specifically 
mentioned that the white thread should be used. 

To Abhinavagupta the word ‘ Nitya ’ used by Bharata while 
discussing the handling of Sutra, means unbroken or continued 
without any joint. In other words he accepted this word as an 
adjective of the Sutra and not as an adverb. Hence the Sutra 
must be unjointedly in tact in all measurings including all sorts 
of columns to be further mentioned in the treatise . 2 

Bharata further states that at a favourable moment of an 
auspicious day occurring an auspicious ‘ Tithi ’ 3 and having 
satisfied the Brahmana Punyaha recited, only the measuring 

2. ftcqftlc(i ^ wrqfttrt 

3. The signification of ‘tithi’ is nanda etc. in view of Abhinavagupta. Ibid. 
p. 176. 
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string be spread handling with care and calm. 

The Rectangular ^Vikrsta^ Theatre 

Bharata has used the three different words for rectangular 
theatre, as Vikrsta , 1 Viprakrsfa 2 and Prakrsta? Abhinavagupta, 
however, has given different etymologies of these three words. 
According to him the etymological meaning of the word Vikrsta 
is as follows. The Vikrsta should be long ( Dirgha ) on the basis 
of divisions ( Vibhaga ) not equal in all directions. 

cjrgr ^ 1 'bMt i 4 

He has further given the etymology of the Viprakr$ta: 

3PPf: 'd^fclsfcT^ft ftSTfE: I 5 

Prakrsta is explained by Abhinavagupta as: 

M fcMKfcl TP^I 

crar W ^ cfFT «nw;|( 6 

It indicates that Abhinava is explaining the dimensions of 
that type of theatre which is larger in length than the width. 
Obviously it can not be square in shape and has essentially to be 
rectangular. Bharata called it by different names as Vikrsta, 
Viprakrsta and Prakrsta in the same sense. 

It is to be noted that Saradatanaya has accepted the Vrtta (or 
circular) theatre in place of Vikrsta . 1 


N&tyasastra 2-8,13,14,12-20. 13-24 Vol. 1. BarodaEd. 

2. Ibid 2-22. 

3. Ibid 2-23. 

4. Abihinava-bharatl p. 163., B. H. U. P., Varanasi 

5. Ibid p. 170 

6. Ibid p. 172 

7. Bhavaprakasanam p. 430; 10-168 Agra Prakashan. 
‘Vrtta’ is defined by Saradatanaya thus 
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Further Bharata lays down that a plot of 64 Hastas in length 
and 32 Hastas in breadth should be measured with a white 
thread. 1 This should be equally bifurcated into two and the back 
part again be halved into two. The Rangasirsa should be 
fashioned in the frontal half of this last portion. In the rear part 
Nepathyagrha should be located. 2 

Abhinavagupta has tried to clarify this layout and according 
to him it is a Rectangular theatre building 64 cubits in length 
and 32 cubits in breadth. It should be divided into twfo equal 
divisions, the front and the rear, 32x32 cubits each. Then the 
rear half should be again divided into two equal parts and 16x32 
cubits each. The front part is again divided into two equal parts. 
Of these two parts, the one behind is the Rangasirsa 8x32 
cubits. 3 Rangasirsa called the inner place where the characters 
come from the Green-room. 4 See Fig. 12 

The front part is the Rangapltha. It is the main part of 
theatre. 5 See Figl2. 

The Nepthyagrga should be fashioned in the back part 
16x32 cubits. Abhinavagupta mentioned two views about the 
measurement of Rangapltha. According to one view, it was 16 
cubits in breadth and 8 cubits in length. Other holds it was 8 
cubits in breadth and 16 cubits in length. 6 See Fig. 12 

Demerit of Jyestha and A vara size of Vikrsta 

As Bharata puts it theatre-stage should not be erected larger 
than 64x32, because in that case the dramatic performance 
would become inexpressive. 7 


1 . Ndtyas'dstra 2-37 B. H. U. P. , Varanasi. 

2. Ibid 2-38-39 

3. Abhinavagupta —Abhinavabharati p. 177 B. H. U. P. Varanasi 

4. Ibid p. 177 

5. Ibid p. 177 

6. Ibid p. 178 

7. N&tyasastra 2-21. 
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Abhinavagupta explains the meaning of every term, stated 
by Bharata in his annotation. According to him the ‘^4’ 
conveys the meaning that the size should not be larger or smaller 
than the standard one. 1 That is, with this Madhyama mandapa 
being available, no other mandapa can deliver the good. The 
word ‘ means that the erectors need not waste their labour 
because in a mandapa of larger or smaller size the Natya 2 , 
would be inexpressive. 

Discussing these shortcomings Bharata further states that on 
a stage of Jyestha size of Vikrsta mandapa, the actors will have 
to adopt high-pitched tone which will be disagreeable to the 
audience nearer the stage because of its disproportionate volume 
and disagreeable to the further audience because of its 
inaudibility. Thus the voice should be discordant to entire 
audience. Similarly in the Avara mandapa the sound would 
suffer from congestion and have no space to expand and would 
result in a discordantness. 3 

Abhinavagupta also analyses the sound system in a Jyestha 
mandapa on similar lines. He emphasizes that the sound before 
reaching the farther audience would become very low and would 
be inaudible to them. Tracing its reason in he 

suggests that the principle of reflection of sound which produces 
echo will fail on this stage. 

In the Avara mandapa the dialogues spoken in high tones 
will be subject to that is they will lose their 

melody and thus become discordant. 4 

Recounting the demerits further Bharata states that with the 
mandapa being very larger or very small, the several occular 
postures of the actors will become inexpressive and will not be 
noticed by the audience. 5 


p. 170 

3. Natyasdstra 2-22. 

4. Abhinava-bhdratip . 171. 

5. Natyasdstra 2-23. 
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Abhinavagupta also established that dialogues, songs and 
music all will lose their expression and the entire dramatic 
performance will thus lose its appeal. He also explains every 
term stated by Bharata that facial expressions like tears, sweat 
etc. and costume crown, turban etc. as also physical postures of 
the actors-all will be invisible to the audience because of the 
large expanse of the mandapa} 

On the other hand if the mandapa is very small 
inexpressiveness of other type related to nearness will 
developed So in either case-over-large and over-small 
mandapa — the problem of inexpressiveness exists and so the 
Madhyama mandapa stands out to be ideal one. 

Naturally therefore, Bharata discards both the Jyestha as 
well as the Avar a mandapa and establishes the ideal characters 
of the Madhyama one. He states that Madhyama mandapa 
contains the best audio-visual arrangement for dialogues, songs, 
dances and facial and bodily postures of the actors . 3 

Further Bharata states that Jyestha-sized. mandapa is 
specially meant for Gods. Madhyama sized for Kings and Avar a 
sized for the rest of the people . 4 Commenting on this text of 
Bharata and further internal evidence-Abhinavagupta states that 
the Jyestha Mandapa is meant for performance of Dima and like 
then wherein the Devas and Asuras stand as Antegonists to each 
other. The madhyama one is meant for plays like Nataka in 
which Kings are the heroes while the Avara one is meant for 
plays like Bhana and Prahasana in which the ordinary men and 
women are characters . 5 

Describing the construction of Madhyama-Vikrsta, Bharata 


1. Abhmava-bharati p. 172-173. 

2. tRT: ^ | 

3. Natyas'dstra 2-24. 

4. Ibid 2-11. 

5. Abhmava-bharati p. 1 67-1 68. 
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states the I shall describe the characteristics of that mandapa 
which is for human beings. 1 Reasoning that Devas can create 
buildings and gardens etc. by their imaginative powers, but all 
works of human being have to be done only by the men of their 
efforts. Therefore man should not rival with the Natya-Mandapa 
erected by Devas. 2 Hence the subsequent details are applicable 
to the stages meant for the mortals. 

Merits of Vikrsta Jyestha 

Abhmava opmes that for the Rupakas like the Dima the 
mandapa measuring 108 hastas in the most desirable as the 
performance demands much longer space owing to the 
abundance of musical instruments on the stroke of which the 
characters make their heroic movements. 3 Naturally only the 
Jyestha Mandapa can serve this purpose. As on a congested 
stage, the audience can not get a full and clear view of the 
performance. It is for this reason, that Abhinavagupta laid his 
emphasis on the type of Jyestha Mandapa. 

The Vikrsta stage is considered as the most useful for the 
purpose of * as ‘ a kind of <T ricrsRn' can be 

repeated again and again on a Vikrsta mandapa 4 and if the space 
is meagre, it would jeopardize the < 7 TfiiSHK\ 

The Measurement of Theatre 

About the mode of measurement Bharata speaks of two 
units and quotes: 

" Pramanam Esdm nirdistam hastadandasamasrayam ” and 
further gives a table of measurement as follows: 


1. N&tyasastra 2-26 Baroda Edition. 

2. Ibid 2-25, 26 

3. Midi lid, 

TTosn p. 165 

4. ^ 'jqhp: 

iRn — p. 1032 
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“Eight Anus make one rajas (Cardust), eight rajas make one 
bala (Hairend), eight like as make one yuka (louse), eight yukas 
make one yava (Barley), eight yavas make one angula, twenty 
four angulas make one Hasta and four hastas make one danda. 
Thus table of measurement substantial tallies with the one given 
in Vrahat Samhita . 1 

According to Abhinavagupta the famous Arm 4 is 

anu} Natyasastra also accepts ‘ST’S* as the smallest 
measurement but in Vrahat Samhita it is the ‘wj ' 3 

Anu is defined by another commentator of Bharata’s Natya- 
Sastra, Madhusudan as sixty times the particle of dust visible in 
the rising of the sun. 

The angula measure is practically the same in almost all 
Sanskrit works such as the Architecturals and others. 

The Foundation o/Natyamandapa 

The foundation ( Sthapana ) of a Natya-mandapa would be 
laid on the auspicious star and with the players on all sorts of 
musical instruments like Kettle-drums, Conch and Mrdanga etc. 
On this occasion all the badomens like hyprocrates, hermits with 
saffron coloured garments and handicapped persons should be 
eased out from that place . 4 

Procedure for offerings in the foundation laying 
ceremony 

Offerings consisting of different varieties of foodstuffs, 
scents, flowers and fruit should be made to all the ten directions 
at night, observing the rule of offering white foodstuffs to the 
east, blue to the south, yellow to the west and red on the north 5 , 


aR*e*pnPr win — Cfeftrt *rm: ) i 

2. appj: i — arPw'ejsKcfl, w i 

rFPT qtowl 'TFT: ttqnj: U -3^1 —"'Jo 1 ^ 3 1 


4. Natyasastra 2- 40-41 B. H. U. P. , Varanasi 

5. ibid 2-42-43. 
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with the chanting of hymns to the respective gods and the 
Brahmanas be offered food prepared with milk and ghee . 1 

Abhinavagupta emphasises that there should be absolutely 
no departure from the prescribed procedure of offerings to 
different directions. Therefore the procedure of offerings has 
been elaborately - described. The term indicates that 

offerings of red colour should be made in the 
(because its guardian god-Fire is of red colour ). 2 3 

Bharata goes on to relate that at the occasion of foundation 
Ghee J and Payasam 4 should be offered to Brahmanas and 
Madhuparka 5 to the King. The builders or the performers should 
be offered cooked rice alongwith jagrg. 

In this way the foundation should be laid by the wise men 
during the auspicious part of a happy Tithi under asterism 
Mula . 6 

Raising of walls 

The foundation thus having been laid the walls should be 
raised. 

Erection of Pillars 

The walls having been constructed columns should be raised 
on an auspicious Tithi and Karana 7 which are under a good 


1. Natyasastra 2-44. 

2. Abhinava-bhdratl p. 179, B. H. U. P , Varanasi. 

3. Manmohan Ghosa has explained the following term : 

Ghee — According to Manmohan Ghos — “Ghee is clarified butter.” 

4. Payasa— Rice cooked in milk with sugar. It is a kind of rice-porridgc. 

5. Madhuparka— A mixture of honey, a respectful offering prescribed to 
be made m Vedic times, to an honourable person and this custom still 
lingers in ceremonies like marriage. Its ingredients are five: Curd 
(dadhi). Ghee ( Sctrpis ) Water (Jala), honey ( Ksaudra ) and white sugar 
(sita). 

—Natyasdstra, Ed. Manmohan Ghos p. 24. 

6. Natyasdstra 2-46 B. H. U. P. , Varanasi. 

7. Manmohan Ghos has given a explanstion of Karana according to Sdrya- 
Siddhdnta as follows: 
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asterism such a Rohini or Sravana. 

The pillars should be constructed early in the morning when 
the sun has just arisen, by an accomplished Acarya who has 
fasted for three nights . 1 

Abhinava lays down that erection of pillars should be taken 
up after going through the procedure of measurements, laying of 
foundation and raising of walls. He interprets the term ‘ ■wnh' as 
(raising ). 2 

Procedure of religious service at the time of raising 
Pillars 

According to Bharata the Brahmana column should be the 
first to be raised and offering of Ghee well mixed with mustard, 
should be made at this time. While erecting this pillar the entire 
procedure of service should be gone through with white colour 
articles and Payasam should be served to the Brahmanas. 

The Ksatriya column should be raised. The Vaisya column 
should be raised in the north-western direction of the theatre and 
all offerings should be made in yellow colour and rice with 
Ghee should be served to Brahmanas. 

The Sudra column should be raised in the north-eastern 
direction. While erecting this pillar, entire procedure of service 
should be gone through with blue coloured articles and Rrszfra 
should be distributed among the Brahmanas . 3 


Karana— Half of the lunar day ( Tithi ) they are eleven m number viz. 1. 
Vava. 2. Valova. 3. Kaulava. 4. Taitila. 5. Gara. 6 vamja. 7. Virte. 8. 
Salami. 9. Cuterspada. 10. Ndga and 11. Kintugbna and off these the 
first seven and counted from the second half of the fourteenth day of the 
Krsna-paksa. They occur eight times in a montth. The remaining 
Karanas occur in the remaining duration of Tithi s and appear only once 
m a month, page 24 Footnote Natyasdstra Ed. M. M. Ghos 
1. Ndtyas'dstra 2-48-49 B. H. U. P. , Varanasi. 

i.yyi wrrferfu ^ open ^ ^ crsfafa 

ftlfrranWtfcri WTTS^WIJ — , ‘'Jo Uo i 
3. Dr. Manmohan Ghosh clanfies in the footnote that the prescription of 
colours indicates the characteristics of different castes, as follows : 
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Further Bharata states that in the base of Brahmana column 
referred to above, which is associated with white garments, 
flowers and chandan, gold used in ear-rings should be deposited. 
Copper below the Ksatriya column, silver under the Vaisya and 
iron in the base of Sudra column should be deposited. Gold, 
however, may be deposited below the bases of all types of 
columns . 1 

The erection of the pillars should be done with loud recitals 
of the auspicious and purificative hymns alongwith shouting 
Jaya. The pillars to be erected are to be decorated with flowers 
and garlands. The pillars be raised after fully satisfying 
Brahmins with abundant gifts of Jewels, cows and garments etc . 2 

Faults in the erection of the Pillars and their 
consequences 

The pillars should be so raised that they are firmly fixed and 
neither shake nor bend, nor they rotate. These defects have 
generally been pointed out in the process of erection of pillars . 3 

In this comipentary, Abhinavagupta interprets ‘sRcT’ as 
without movement which means that it should not budge from 
its position, as ‘motionless’ and ‘ safari H.’ as incapable 

of being disfigured . 4 

Bharata further writes that if the pillar moves, drought will 
be the result, if it bends it will present a fear of death and if it 
Vibrates, terror from enemies is to be expected. Therefore the 
pillar should be auspiciously erected, keeping it free from the 


1. White— Symbol of purity and learning, associated with the Brdhmins. 

2. Red— Symbol of energy and strength, associated with K§atriyas. 

3- Yellow— Symbol of wealth (Gold), associated with the Vaisyas. 

4. Blue— Symbol of non-Aryan origin associated with the Sudras. 
p. 25 Footnote in Ndtyasdstra Ed. by M. M. Ghos. 

1. Ndtyasdstra 2-54-56 B. H. U. P. , Varanasi. 

2. Ibid 2-57-58 B. H. U. P. , Varanasi. 

3. Ibid 2-59 B. H. U. P. , Varanasi. 

4. Abhinava-bhdrati p. 182 B. H. U. P. , Varanasi. 
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above mentioned defects . 1 

At the time of erection of holy Br&hmana stambha, gifts of 
cows should be given when the other pillars are raised, the 
builders should be fed. This food should be purified with recitals 
of hymns and then served by wise Adtya-acarya. The Purohita 
and the King should be fed with honey mixed pudding and the 
remaining workers should be fed with mixed salt Krsara i.e. the 
preparation of rice and pulses . 2 

Thus going through all the prescribed procedure, having 
everything and everybody purified, chanting the appropriate 
hymns with all the musical instruments of play, the pillars 
should be erected . 3 

The hymns should address the pillars as ‘Oh Pillar, as 
Sumeru mountain is firm and Himalaya strong, you too be like 
wise firm and strong and help the King in his conquests . 4 

In the same manner, with solemn observance of the 
procedures, the pillars, the doors, the walls and the green-room 
should be constructed by men well versed in the art of 
architecture . 5 

Saradatanaya on types of theatre 

Saradatanaya defines a theatre as a place where the audience 
derive pleasure through gestures of actors as also through songs, 
instrumental music and dance. He says that the palace of a King 
should have three kinds of theatre . 6 


1. Ndtyasastra 2-60-61 B. H. U. P. , Varanasi. 

2. Ibid. 2-62-64 

3. Ibid 2-65 

4. Ibid. 2-66. 

5. Ibid 2-61. 

6. ^ 0lK4KH4tPl:) I 

firm (^>) 
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i) Vrtta 

ii) Caturasra and 

iii) Tryasra 

1. The theatre in which all the assembled citizens sing in a 
chorus with the King, is called the Vrtta theatre. 

2. The theatre in which courtiers, ministers, merchants, 
military, generals, princes and friends ring in a chorus with 
the King is caked the Caturasra theatre. 

3. The theatre in which the sacrificial priests, other priests, 
preceptors, members of the King’s harem and the Chief 
queen sing in a chorus with the King is called Tryasra 
theatre. 1 

The musical setting in a Tryasra theatre should be of the 
Marga Style 2 , and in Caturasra it should be a bend of the 
‘ Marga ’ and L DesT styles. 3 

-In a Vrtta theatre dance should be conducted to the mixed 
styles of Marga and Des'i music. 4 

It is obviously Saradatanaya’s classification is based on the 
natural musical settings. 

Matta varan! 

Laying down the procedure for the construction of 
Mattovarani, Bharata says that it should be constructed on the 
flanks of the Rangapitha , 5 It should have four pillars and its size 
should keep proportion to the size of the Ranapltha. 6 

Bharata’s version with regard to the situation of 
Mattovarani is quite confusing. Abhinavagupta has, in his 
annotation analyzed every term of Bharata and has attempted to 


1. ^fo TRFt 3TJRTRt— MlsnTeb'iKHH, ^ o 68, 69, 70, p. 430-31 I 

2. *H'fy(sJ>441 ^ jqgp ra ftl Ibid. p. 4311 

3. — Ibid. 

4. ■g f^nt 1 1 — ibid. 

5. $[ wrmtf i — 2-67 1 

6. T^f41dkHi''ici : I — Ibid. 2-68 I 
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clarify the exact situation of Mattavarani. He refers to the word 
m the singular number occurring in the original verse of 
Bharata and points out that Bharata has been silent about the 
particular side of Rangapitha-right or left, where the 
Mattavarani is to be constructed. But subsequently in verse 65, 
Bharata uses the term wherein ‘ rPtf signifies ‘two’ 

Abhmavagupta feels that in this stage, through the use of ‘ cPTT 
Bharata seems to be suggesting that Mattavarani is to be 
constructed on each of the left and right sides of the Rangapit 
ha} 


According to Bharata the Mattavarani should be constructed 
with four pillars. 2 But he does not spell out the exact location of 
the pillars. No indication m this regard is available in Bharata’ s 
verse. However Abhinavagupta indicates that these four pillars 
for the Mattavarani should be raised outside the area covered by 
the mandapa } This means that two pillars should be located at 
the two extremes of the wall of the Rangapitha eight (8) hastas 
horizontally away from it. The other two pillars should be 
located at a distance of another 8 hastas from the former pillars. 
Thus the Mattavarani would be eight hastas square. 4 

Some interpreters erroneously conceive of the Mattavarani 
to be of rectangular shape. They seem to confuse Mattavarani 
with Rangapitha , because it is Rangapitha which is of the 
rectangular shape measuring 8 hastas x 16 hastas . 5 


p. 183. 


2-68 I 

3. WOTiaRSTR: cp4T flPRt 4pr34&nsft: I 

— p. 1841 

WtgtST 4441^1 44fcTI 

— p. 1841 


p. 184 I 




According to Bharata the plinth level of Mattavaranl should 
be 1.5 hastas. The plinth level of the Rangapltha 1 should also be 
the same. 2 

Abhinavagupta has, in his annotation referred to a still 
different opinion of some other commentators about the plinth 
level of Mattavaranl. According to that opinion the plinth level 
of Mattavaranl should be kept 1.5 hastas higher than that of the 
Rangapltha. Some other scholars are of the view that the plinth 
level of Mattavaranl and Rangapltha should be only one hast a 
and not 1.5 hastas? 

Abhinavagupta lays down that the plinth ' levels of 
Mattavaranl and Rangapltha should be exactly the same. This 
indicates that the Rangapltha is supposed to be 1.5 hastas higher 
from the ground level of the auditorium. This clearly means that 
the Mattavaranl will present no obstruction or invisibility of the 
Rangapltha and entire acting on the stage will be perfectly clear 
to the view. 4 This concept is supported by the expression 
singular number Otherwise the term (referring 

for two) should have been used. 5 Hence the explicit use of the 
term and not indicates beyond any shadow 

of doubt that the Mattavaranl and the Rangapltha both having 
the same plinth level and the Mattavaranl will not obstruct the 
view of Rangapltha and thus the entire act of scene on the 
Rangapltha will be clearly visible. 


1 . However some commentators have used the word Rangamandapa in 
place of Rangapltha m this context. According to them the plinth level 
of the Rangapltha, the Mattavaranl and the Rangamandap are to be 
equal. 


-« - I I I 

t 2-69 I 


3.Abhinava-bharatip. 184, B. H. U. P., Varanasi. 

— p. 

5. rfh d | Ibid. 


185 
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Bharata is silent on this point of the use of Mattavarani. 
However a hint about the purpose of the Mattavarani is 
available in Abhinava’s commentary. In chapter I of Natya- 
Sastra, it has been specified that the Mattavarani meant for the 
King and others . 1 

It is, therefore, not injudicious to conclude that the 
expression ‘ Rangamandapa 5 in place of Rangapithakam is not 
appropriate as Abhinavagupta has clearly highlighted the point 
that the plinth level of Mattavarani should be the same as that of 
the Rangapitha. If the 'Rangamandapa (space meant for the 
audience) is given the same plinth level as that of Mattavarani 
and Rangapitha, the whole effectiveness and appeal of the 
drama will be act at nought. This never seems to be the idea of 
Bharata. Therefore the views of Bharata and Abhinavagupta 
both clearly hint out that the reading ‘Rangapithaka.m’ is the 
only correct one. 

Bharata further says that while constructing the 
Mattavarani, offerings of foodstuffs palatable to the devils and 
of different kinds of flowers, garlands, garments, incense and 
other fragrant articles should be made . 2 

Skilled architect should deposit iron in the base of the pillars 
to be constructed for Mattavarani and Brahmanas should be fed 
with rice and pulses cooked together . 3 

The Mattavarani should thus be constructed with due 
offerings, garments etc. to the gods . 4 

The text of Bharata and Abhinava commenting on the same, 
this make the position of Mattavarani clear to a great extent still 
certain points remain unanswered. What exactly this word 
Mattavarani means. What exact location and size does it 
occupy? Is it provides in a theatre single or on both sides? These 


1. -qr# wiftrfcri p. 99. 

2. N&tyas&stra 2-69-70. 

3. Ibid. 70-71. 

4. Ibid. 2-72. 
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questions have posed a problem to the scholars. Among the 
modem scholars Dr. Mankad, Prof. Subba Rao and Prof. Bhanu 
etc. have tried to seek answers to these questions and to 
establish their own views about them, and they are discussed in 
the following Chapter. 

Rangasirsa and Saddaruka 

Having laid down the procedure for construction of the 
Mattavarani, Bharata goes on to discuss the construction of 
Rangapitha and Rangasirsa. He rules that the Rahgas'irsa should 
be constructed in accordance with the science of architecture 
and should be built with six wooden pieces 1 and with a green- 
room having two doors opening in the Rangasirsa ? 

While Bharata, in the above verse vouches for the provision 
of Saddaruka for the Rangasirsa, he does not elucidate the term 
Saddaruka. Abhinavagupta’s commentary comes to the help of 
scholars here. While discussing the construction of the Rahgapit 
ha, he first of all takes its upper portion called as Rangasirsa 
and clarifies the first position of Saddaruka saying that two 
pillars should be erected each at a distance of eight hastas from 
the two walls of the green-room and then two other each at a 
distance of four hastas from the former pillars each towards the 
side walls. One wooden beam be provided each under and over 
these pillars. Thus making a total of six wooden pieces. 3 See Fig 

Thus the term Saddaruka means a structure made of six 
wooden pieces. Commenting further on Saddaruka, 
Abhinavagupta says that other interpreters present the shape of 
Saddaruka with two pillars attached to the side walls having a 
beam each below and above them and another set of two pillars 
in the remaining space at equal distance from one another. 4 See 
Fig. 15 

Abhinavagupta a gives yet another interpretation of 

2-73 1 

2. ■Eprtf SR54 ^ II 'OTfcMct, 2-741 

3. 3rf M T 44Hdl , p. 1851 

4. 'm p. 1851 
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Saddaruka attributed to stall other group of interpreters and 
using some technical terms he says that 1 . Uha 2. Pratyuha 3. 
Nirvyuha 4. Vyuha 5. Samyuha and 6 Samuha are the six names 
of wooden pieces used m Saddaruka. 1 2 3 See Fig. 15 

Uha is that wooden piece which extends a little on either 
sides of the pillars. The wooden pieces {Tula) placed above the 
Uha and again extending a little on either sides of them are 
known as Pratyuha. The wooden plank covering- the space 
horizontally in between the Tulas is known as Nirvyuha. Again 
the wooden pieces fixed in vertical orders to cover the space in 
between Uhas are called Vyuhas. The pillars having figures of 
elephants, serpents and lions engraved on them are called 
Samuha and the wooden plank in the base having mountains, 
city, groves, caves etc. engraved on it is known as Samyuha. 
Thus the wooden pieces having the above six technical names 
constitute the Saddaruka. 1 

The term Saddaruka has been explained by other modem 
scholars also. Their views are discussed in the following 
chapter. 

Having described the various features of the Saddaruka , 
Abhinavagupta further says that Rahgasirsa may have any of the 
three kinds of Saddaruka but in every case two doors, one each 
to the south and the north must be provided to enable entrance 
and exit of the actors according to their individual moods. So 
Abhinavagupta lays down that the green-room should have two 
doors one in the north and other in the south. Both these doors 
should be curved like the elbow. This will take care of keeping 
the enterance and exit of the actors out of the view of the 
audience. The Rahgasirsa should thus be erected to land a grace 
to the stage.' 

Bharata further lays down that black soil carefully greed 


1. Abhinava-bhdrati p. 186, B. H. U*. P. Varanasi. 

2. Ibid. 

3. Tp*r p. 186. 
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from lumps, grass and pebbles with the help of plough be used 
for filling the under plinth portion of the Rangaslrsa} 

An white oxen should be harnessed to the plough while the 
ploughman should not be invalid or handicapped . 2 The earth 
should be carried by robust and well built persons in new 
baskets. 

Thus the construction of the Rangaslrsa should be carried 
through with utmost care and attention . 3 

The Surface of the Rangaslrsa 

About the surface of the Rangaslrsa Bharata opines that it 
should be neither like the back of a tortoise nor like that of a fish 
by perfectly plans like a mirror as that type is considered an 
ideal one . 4 

Clarifying the terms ‘Kurmaprstha’ and ‘Matsyaprstha’, 
Abhinavagupta says that a surface sloping on all sides like the 
back of a tortoise and a little raised in the centre is called 
‘ Kurmaprstha Likewise a surface sloping on both sides like the 
back of a fish and long in the centre is called ‘ Matsyaprstha 
The Rangaslrsa should have neither of these types of surfaces 
but a perfectly plain one like that of a mirror . 5 

Bharata further lays down that diamonds and stones should 
be studied in the Rangaslrsa by skilled craftsman. Hira should 
be placed in its eastern portion, Sphatic in western portion, 
Pravala ( Monga ) in northern, and Vaidurya in the southern 
portions. Gold should be placed in the centre . 6 


1. Ndfyasdstra 2-74-75 B. H. U. P. Varanasi. 

2. Ibid 2-75-76. 

2. Ibid 2-11. 

4. <$4^ ^11 

'iRIVJcl 1 1 — 2-77-78 l 

6. Natyasastra 2-78 -79. 
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Woodwork and Stage-decoration 

After constructing the Rangasirsa in this manner, wood- 
work with varied craft incorporating the Uha and Pratyuha 
ought to be taken up and the panels (of the Doors etc.) would be 
decorated with carvings of elephants, serpents etc . 1 The doors 
should be decorated with perfectly beautiful statues and the Vedl 
with pictures and figures carved out and engraved respectively 
in Niryuhas and Kuhara styles . 2 

The ventilators 3 and apertures of different shapes should be 
effected in various styles and the pillars be provided with 
beautiful beams with provision for Kapo tail-pro} ected space as 
seat for pigeons. The floor could be laid artistically and 
embolished with pillars. 

The wood-work thus finished wall decorations with various 
devices should be taken up. No pillar, peg 4 5 , aperture, window or 
comer should exit in front of a door nor there should be any two 
doors facing each other . 3 

Shape of Theatre 

With regard to the shape of the theatre Bharata further lays 
down that it should be constructed like a mountain-cave and 
with Dvi-bhumi . 6 

It is not clear from the above quoted verse what Bharata 


1 . Abhinavagupta says that some crities indulge indiscussion for the make 
of discussion about the meaning of the Uha-Pratyuha. 

— Abhinava-bhuratl p. 188. B. H. U. P. Varanasi. 

2. Ndtyasastra 2-80-81. 

3. Accoiding to Abhinavagupta the ventilators should have squared and 
octagonal openings and apratures circular one. 

— Abhinava-bhdrati p. 188. 

4. Nagdant means the peg fixed either to the upper or the lower edge of the 
pillars. Some people use the term ‘Gajmukh’ for Nagdant, which was 
fixed for hanging effigies or pictures. — Abhinava-bhdrati p.189. 

5. N&tyas&stra 2-85. 

6. "sppf: iNHJSPPRt I — TO5n?fR?r, 2-85 I 
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exactly means by the term ‘ Dvi-Bhumi ’. In the light of the 
opinions of various scholars, Abhinavagupta has given different 
interpretations of this term in his annotations. 

One such interpretation is that the theatre should be 
constructed with two floors-one in the portion constructing the 
Rangapitha and the other below it . 1 Others express the view that 
another wall, its distance from the main wall corresponding with 
the length of the Mattavarani, should be constructed around the 
theatre just like the space provided and goddesses, for the 
devotes to take rounds . 2 

According to a third set of interpreters the term c dvi-bhumi ’ 
stands for two storeys of the theatre . 3 

Some interpretaters going for a little interpolation, say that 
the reading should i.e. they add ‘or* to the term 

‘fg^jPr’ and then say that the theatre should not have two floors 
meaning thereby that should be constructed single storeyed . 4 

Referring to his teacher’s interpretations of the term-£>vz- 
bhumi Abhinava says that Dvibhumi means a floor successively 
rising in the form of stairs from near the Rangapitha and then 
finally gaining the height of the Rangapitha near the door. 
Seating arrangement on a floor of this type will be convenient to 
the audience and their view to the stage will not be obstructed . 5 

On examining these different inteipretations of * Dvi-bhumV 
theater, it appears that Abhinavagupta agrees with the view of 
his teacher. This conclusion is well-borne out by further 
statement of Abhinavagupta himself. Describing the seating 
arrangement for the audience in a Caturasra theatre 


l.t fllci 

p. 1891 

i — p. 1 89 1 

4. i — atftReRKdl, p . i89i 

5. ql4uM»f ftnicl larthij 

vraRri -q?r ft 

p. 189-190 1 
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Abhinavagupta says that seats should be provided to the 
audience at a good distance from all the pillars, because if they 
are seated very near them, their view to the stage will be 
obstructed. On the other hand, the seats being away from the 
pillars, the audience will have a clear and convenient view to the 
stage. It is with this end in view that ‘ Dvi-bhumV type of floor 
has been prescribed for a theater . 1 

Commenting on like mountain cave shape, Abhinava 
remarks that it would result in the steadiness of sound . 2 

Dealing the question of white lotion Bharata suggests that 
provision of ventilators capable of imporing light and air should 
necessarily be made so that the theatre stands free from the 
possible passage of strong air and causes the sound to gain 
appropriate pitch and depth to such a theatre as Bharata further 
says would be able to give a depth and magnitude to the voices 
and sounds of the ‘ Kutupas '. 3 

Abhinavagupta defines the term Kutupa in the light of his 
own and other critics interpretations. 

The group of singers, instrumental musicians and others 
who have conversation among themselves is called Kutupa. In 
order to justify his co-relation of the word ‘Kutup ’ with singers 
and musicians Abhinavagupta explains the etymology of the 
word- ‘Ah’ means the stage. Tup stands for beauty and grace. So 
the group which lends beauty and grace to the stage is Kutupa . 4 

The announcers, singers and musicians are definitely the 
source of grace to the stage. According to other critics l Kuta ’ 
means sound and the group that is responsible for controlling the 
sound arrangement on the stage is ‘ Kutupa ’ the sound inside the 
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theatre gains depth and strength though its movement and echo. 1 

Coming to the outer finishing of the walls, Bharata says that 
they should be carefully plastered with lime and rendered 
perfectly plain, bright and smooth through bubbing thereafter. 
Then pictures displaying men and women in their peculiar life 
styles should be painted and thus the builder should build a 
rectangular theatre. See Figure No. 12. 


— aqfimvrroft, p . 1901 


CHAPTER - 2 


CATURASRA THEATRE 

After laying down the procedure for the construction of the 
Vikrstha theatre, Bharata passes on to discuss the characteristics 
of the Caturasra theatre. 

A thing discussed and analysed at one place should be 
correspondingly interpreted at the other place. According to this 
rule, Abhinavagupta says, that though with the construction of 
the vikrsta mandapa, the caturasra mandapa can also be 
grasped, yet I will repeat the procedure to make it clear with this 
and m view, Bharata says ‘ ’ and with the word ‘‘SP:’ he 

begins to describe the characteristics of the caturasra mandapa } 

Here a question arises-no mention has been made of the 
pillars setting and seating arrangement in the vikrsta theatre; 
then how can they be understood? Abhinavagupta resolves its 
question in his annotation on the word U=T: according to him, the 
characteristics related to the caturasra theatre should be 
correspondingly applied to the vikrsta theatre also. This means 
that the pillars-setting and the seating arrangement described for 
caturasra theatre should cover the vikrsta theatre also. Thus the 
characteristics of vikrsta theatre do not remain incomplete. 
Similarly the characteristics of the vikrsta theatre should be 
correspondingly applied to the caturasra theatre which seems to 
be the meaning of word 'Iff:’. Thus the defects of ‘Atides’ and 
‘Anagtapeksana’ are dissolved. 2 

Discussing the characteristics of the Caturasra man.4a.pa, 
Bharata lays down that people well-versed in the dramatic-art 


1 . Abhinava-bh&rati p. 191. B. H. U. Press, Varanasi. 
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should construct a square-shape theatre on an auspicious piece 
of land measuring 32x32 hastas} 

The procedures, characteristics and sacred rites laid down in 
the context of the vikrsta theatre will be strictly followed at 
different stages while constructing a caturasra theatre. 2 

At first, the four comers of the caturasra land should be 
adjusted to right angles. Thereafter the land should be divided as 
per the site plan. Then a strong brick wall should be constructed 
on its outer side. 3 

With reference to the term ‘craw'RR — Abhinavagupta raises 
a question if a wall is to be constructed on the outer side, what 
should be done on the inner side? 4 

According to Bharata on the inner side of the Natya- 
mandapa, first of all, ten pillars strong enough to support the 
lintel of the theatre, should be constructed by the builders on the 
portion marked for the stage. 5 

According to Abhinavagupta, in the caturasra theatre 
measuring 32x32 hastas the length and the breadth each is to be 
divided into eight sections so as to have sixty four squares like 
those of a chess-board 6 , the stage measuring 8x8 hastas i.e. in 
the square shape being exactly in the centre. Thus there remains 
a space of 12 Hastas to the east and west sides and of 32 Hastas 
to the north and south sides of the stage. Then the Rahgas'irsa 

1. tTOS -epcfatl fit I 

—Natyas&stra 2-91-92. chow. Ed. 

2. Ibid 2-92,93. 
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measuring 4x32 and equipped with 

' ' should be constructed just to the west of the stage 

and successively again to the west of the Rangasirsa, the green- 
room measuring 8x32 hastas should be constructed. 1 

After construction of the stage, the Rangasirsa and green- 
room in this manner, ten pillars apart from the pillars of the 
‘ should be raised keeping in mind the centre position of 

the stage. Of these ten pillars, four are to be raised on the four 
comers of the stage and the fifth should be raised at a distance of 
four hastas to the south of the tm’. Likewise the sixth 

pillar should be raised again at a distance of four hastas to the 
south of the tfR'. Then another two pillars should be 

symmetrically erected to the north of the stage. The remaining 
two pillars are to be constructed to the east of the and 

‘^ir’ pillars at a distance of four hastas. These six pillars in 
addition to the four already constructed on the four comers of 
the stage make the total of ten pillars. 2 

Thereafter Bharata writes that an auditorium of wood or 
bnck-work, beyond the pillars and having the shape of stair-case 
should be constructed for seating the audience. 3 The seats should 
be set at a height of one hast a from the floor so that the stage 
may be perfectly visible to the audience. 4 

Analysing the seating arrangement in his annotation, 
Abhinavagupta writes that seats for the spectators should be 
constructed well beyond the pillars. 5 If they are very near the 
pillars, visibility to the stage will be obstructed, and construction 
of seats beyond the pillars will facilitate a clear view of the 
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acting and scenes or the stage. It is for this reason that the 
system of construction of double-floor theatre (fsPjflT '<i<*W u sh) 
has been recommended . 1 

Then Bharata writes that six more pillars strong enough to 
support the lintel should be constructed on appropriate spots by 
builders well versed m the theory of pillar construction . 2 

Abhinavagupta makes an attempt to spot out the position of 
these six pillars. He says that two of these pillars should be 
constructed at a distance of four hastas to the south of the earlier 
two pillars standing in this direction of the stage. The third pillar 
is to be constructed at the diagonal end to the East-South of the 
earlier pillars already standing four hastas to the East of the 
stage. Another set of the remaining three pillars should likewise 
be symmetrically constructed to the North and North-East 
direction of the stage . 3 

Bharata further says that another set of eight pillars should 
be constructed thereafter. Beams measuring eight hastas each 
should be placed on them in a way that their front portions are 
jointed to one another . 4 

Abhinavagupta specifies the location of these eight pillars as 
below: One pillar should be erected at a distance of four hastas 
both from the southern wall and the pillar erected earlier to the 
north of the southern wall. In the same manner another pillar 
should be erected to the south of the northern wall. Then, from 
the centre of the eastern wall, two pillars should be erected on 
each of its sides at a distance of four hastas each. This makes 
the total of eight pillars . 5 
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According to Abhinavagupta the beams should be made 
with lotus flowers etc. engraved on their front sides. 1 Thus he 
lays down the pattern of pillars in a caturasra maij.dapa. The 
vikrsta and Tryasra mandapas should also be judiciously 
designed on these lines. This is the view of ancient critics like 
Sri Ssankuka etc. 2 

Other critics draw the interpretation from that 

these eight pillars should be erected in the green-room. 3 This 
means there is controversy among critics on this point. 
Abhinavagupta is of the view that the eight pillars should be 
erected in the auditorium but other critics disagree with this 
view. They say that these pillars should be erected in the green- 
room. Acarya Visvesvara interprets the word ‘3Rt’ as 
Abhinavagupta has produced support to his view about the 
arrangement of the pillars from the view of *'4Tld3>4>R'. 
According to ‘ the arrangement of pillars is like this-out 

of the first ten pillars, two should be erected inside the green- 
room, four on the Rangapltha and four on the comers. This 
makes a total of ten pillars. 5 

Then out of the eight pillars, four should be fixed on the two 
sides of the Rangapltha i.e. in between the Rangapltha viz. the 
Rangaslrsa in the earlier pillars at a distance of four hastas. Out 
of the remaining four pillars, two should be erected to the east 
and another two to the west of the Rangpltha. Thus should the 
erection of the pillars be fashioned. 6 


1 . Abhinava-bhdratl p. 194. 
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The remaining six pillars should be judiciously erected in 
the re maining space. This is what the shastra’s means. 1 

However, in every case the distance between the pillar and a 
wall or another pillar should be at the north of eight hasias. On 
arranging pillars in this fashion the whole of the Rangapltha will 
be perfectly visible. In the auditorium the rows of seats should 
be made in a successively rising order like a stair-case so that 
the audience may conveniently see the Rangapltha. 

Abhinavagupta says that so many opinions are available 
about the arrangement of pillars but they are not being discussed 
here for fear of undue expansion of this volume. 2 

Am ong the modem scholars Dr. Subba Rao and Dr. Kim. 
Godawari Ketkar have given their own views about the pillar- 
arrangement. 

Abhinavagupta now proceeds to describe the pillar 
arrangement according to his teacher ‘^fl cT who 

divides the theatre into three parts. 3 (1) The auditorium meant 
for seating the audience, (2) Rangapltha and (3) Rahgaslrsa. All 
these parts have their own pillar-arrangement. Abhinavagupta 
describes that arrangement in details. While arranging the pillars 
of the auditorium its width measuring 12 hastas, they should be 
erected at a distance of 4 hastas each. Two pillars should be 
erected at a distance of 12 hastas each from the walls having a 
distance of 8 hastas in between them. Both these pillars should 
be so erected that neither of them is located in front of the gate, 
so that the grace of the gate is not spoiled by any pillar 
obstructing the direct view inside. Thus the ten pillar should be 
erected under the five beams. 4 This is the fourth type of 
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arrangement of the ten pillars. 

Thus after determining the location of the ten pillars in the 
auditorium, in the next stage the 6 pillars should be located on 
the Rangapltha and near about it. Abhinavagupta further 
analyses their location on the lines of ‘SWIFT’. 1 

In this context the arrangement has been described with the 
expression fRr’. In continuation, Abhinavagupta says 

‘ cFtrgTft’, which means that one pillar should be erected on the 
Rangapltha to the North-west of the green-room. The other 
pillar should be erected in the rear portion of the Rangapltha, 
known as Rangaslrsa. The use of singular noun here signifies 
the erection of only one pillar But the original text gives the 
number of 6 pillars. Abhinavagupta resolves this contradiction 
with the argument that just as is expressed as s 

singular expression, on the same lines singular noun has been 
used to signify a pillar-group. Thus there stands a pillar m every 
comer of the Rangapltha measuring 32 hastas. So there will be 
four pillars in the four comers. Thereafter two more pillars 
should be constructed making a total of six pillars. They should 
have a distance of four hastas in between them. 

After determining the position of ten pillars of the 
auditorium and six of the Rangapltha. Abhinavagupta in the 
next stage proceeds to determine the position of the eight pillars. 

* Mgdlcf ’ has placed these 8 pillars on the Rangaslrsa. 

Abhinavagupta describes their position-with the expression- 
‘ wfrs which means ‘Ranga’. Here the term ‘ftT’ signifies 'Tf 
ftR:’, being transitive here means i.e. ‘Away from’ or 
‘at a distance from’. Therefore those pillars should be erected 
inside the mandapa and away from the Rangapltha. Behind the 
Rangapltha, there exists a covered portion of 32x12 hastas. 

In this portion there exists the Rangaslrsa (near the Rangaplt 
a) measuring 4x32 hastas. Two beams should be placed on this 
portion. Then four pillars at a distance of 8 hastas each should 
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be erected under each of the two beams. Thus these pillars 
erected under the beams on both the sides make a total of 8 on 
the Rangasirsa. Besides cone-shaped door should be constructed 
in the central space of four hastas. 1 

Then, again on the lines of Abhinavagupta gives 

details of the seating arrangement for the spectators, away from 
the 10 pillars inside the auditorium. He says that the seating 
arrangement described earlier is to be followed here also. Upto 
this stage we have covered the pillars arrangement on the lines 
of'^dta’. 

Interpreting the term ‘^I^hR occurring in the 

original verse with relation to the 8 pillars, says that the 8 
pillars should be erected on the Rangasirsa situated at a higher 
level than the Rangapitha. Thus he equates the term with 
‘higher level’ which means l Sirsa’. 2 This goes to show that the 
Rangapitha and the Rangasirsa do not have the same ground 
level. This is confirmed by the versions of Bharata and 
Abhinavagupta also. Abhinavagupta while interpreting the term 
‘■strft’ as the ‘higher portion’ says in the same context that in a 
vikrsta theatre the Rangasirsa should have a higher ground level 
than the Rangapitha. This version confirms the above mentioned 
interpretation of Hfcitcr. 

Further on specifically comments ftwjg ^qT 

■^WRt’. 3 This means that these pillars should be essentially 
‘fiqqiq’ erected on the Rangasirsa. This makes it clear that while 
the location of other pillars may be altered, there is no scope of 
making any alteration in the location of these 8 pillars. 

According to Abhinavagupta, the number of pillars may 
even be larger in a vikrsta mandap. 4 
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After discussing the pillar arrangement, Bharata further says 
that skilled decorators should decorate with wooden figures, the 
strong pillars erected for giving support to the beams and the 
theatre as s whole. 1 

Then Bharata discusses the construction of the green-room 
and says that the green-room should be wisely constructed and 
should be provided with two identical doors opening in the 
Rangapitha } See Fig. 13. 

The Doors arrangement in a Caturasra mandapa 

Abhinavagupta has very elaborately described the pillars 
scheme citing the views of a numbers of scholars. Then after 
briefly describing the construction of the green-room, he now 
proceeds to analyse the door-arrangement. 

Bharata Muni, in Verse No. 101 lays down ‘ur 
OimIb this sentence (expression) hints out the existence of 

one door for entrance to the Rangapitha. But this sentence, by 
itself, stands inconsistent to the second verse of Chapter No. 13 
of Bharata Muni quoted by Abhinavagupta. There he says 
TF -gft Tm ■srartft %’ which signifies the existence of two 
doors but in verse Ni. 101, it is only one door. Abhinavagupta 
has tried to resolve this inconsistency in his annotation. He has 
interpreted the singular ‘irt’ as i.e. one type and 

has inferred that there should be two doors of exactly the same 
type. But the inconsistency is still not resolved. Bharata Muni in 
his expression ‘"gR ^ has not only used the singular , '5R’ 

but has also explicitly used the word So perfect 

correspondence between Verse No. 101 of II Chapter and Verse 
No. 2 of Chapter 13 is not established even by interpreting the 
word 'lR' as type oriented («diRi4'Wi'). Then in order to bring out 
a consistency between the two verses, Abhinavagupta writes that 
here the word has been written to signify a group. The door 
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group has been prescribed with the intention of laying down a 
system for the entry of the actors. The point has been further 
elaborated in of his work. It has also been discussed 

earlier that the singers and musicians are to be seated in between 
the two doors of the green-room. 1 

Bharata only prescribes the construction of two doors in the 
green-room without pointing out their exact position. 
Abhinavagupta has also maintained silence on this point. 
However Bharata Mum, while making the provision of two 
doors in the green-room does lay down that arrangement for 
seating the singers and musicians should be made in between 
these two doors. This gives a clue to the position of the doors. It 
appears that they are to be provided in the wall between the 
Rangasirsa and the green-room at equidistant distance on either 
sides of the centre of the wall. It is a known fact that 
arrangement of music was made on the space between these two 
doors. In Chapter 34 also Bharata has provided for the seating 
arrangement of musicians on the Rangasirsa ? There are some 
specific views for the entry and exit of the actors through these 
doors. Bharata has given the rules in Chapter 13 of his 
Natyas'astra. 

After making a mention of the two doors of the green-room, 
Bharata proceeds on to discuss about the other doors and says 
that the should be made through the front door- 

another door should be provided infront of the stage. 

Abhinavagupta, while clarifying the position of this third 
door interprets Bharata’ s as ‘entry of the actors’ and 

says that there should be a third door in the green-room through 
which the actors with their wives and family may pass. 3 Then 
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there is the mention of having one more door to the east 
direction These doors are supposed to be for the entry of the 
‘Janata’, '-its not very clear whether Janata here means the 
audience or the set of actors. Abhmavagupta himself raises a 
question on this suggestion-from which position the eastern 
direction is to be determined for this other door. But further on 
Abhinavagupta himself comes forward with answer and says 
that the east and other directions should be determined 
according to ‘^Sr'TifsniFT’ 2 which we will discuss in the 13th 
chapter-' ’-the side ear-marked (reserve) for the 
placement of the musical instruments should be taken as the 
eastern direction in the theatrical context. 3 

Thus the theatre should have the above discussed four 
doors — 

The above discussion reveals that the exact position of the 
two doors suggested by Bharata is not very clear. 
Abhinavagupta in his commentary, has made an attempt to 
define the exact position of the doors and he has been successful 
to a large extend in doing so. One thing is very clear both from 
Bharata and Abhinavagupta that there are to be two doors, one 
for the entry of the actors and the other for the audience. 

Bharata writes in one of his verse- 

this suggest that the audience should be made to enter by 
the front door. Abhinavagupta has interpreted the term ‘^m^h 
^ ,5 in his commentary as-'-^HU'^M ^ gdl4gi).ui 

this means that entry of the actors should be arranged 
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through the third door of the green-room. At the same time he 
also suggests that the actors along with their women and family 
should enter through that door. 

Thus Abhinavagupta’s commentary gives a hint that he has 
interpreted Bharata’s as ‘the entry of the actors and their 

families’. Bharata suggests that the third door of the green-room 
is for the entry of ‘Janata’. It is a well known fact that only the 
actox's remaining inside the green-room and they alone can use 
this door. can never be interpreted as entry of the 

audience because there is no question of the audience to pass 
through the green-room. Thus Abhinavagupta’s interpretation 
that the third door is meant for the actors seems to be quite 
appropriate. 

With regard to the fourth door, Bharata suggests that it 
should be opposite the stage . 1 Abhinavagupta writes in his 
commentary that another door should be constructed towards the 
east. Tins door is meant for the entry of the audience . 2 This 
statement of Abhinavagupta gives a hint that this fourth door 
through which the audience is supposed to pass should be the 
main door. This is what Bharata seems to mean when he says 
that the fourth door should be opposite to the stage. This 
establishes that the main door in the auditorium is to exist 
exactly opposite to the stage. 

So the one view, according to the Abhinavagupta is that a 
theatre has four doors-two in between the green-room and the 
Rangaslrsa , third in the green-room and the fourth in the 
auditorium. 

Abhinavagupta has cited another view according to which 
only three doors are to be provided in a theatre. Two of them are 
to be provided at the stage for the movement of the actors. The 
word suggests that one more door should be provided as a 
passage for the audience . 3 Thus the view about three-door 
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auditorium also appears to be quite consistents. 

Upto this stage Abhinavagupta has given and discussed two 
views about the doors in a theatre According to one view there 
should be three doors while according to the other there should 
be four. Then Abhinavagupta makes a mention of still another 
view according to which six doors are to be provided in a 
theatre. 

Commenting upon the view of the other critics, prescribing 
six doors in a theatre. Abhinavagupta says that besides the four 
doors provided for the purposes discussed above, two additional 
doors should be provided each on the two sides for the entry of 
light and the consequent convenience of a clear view of the 
stage. Thus a six doors theatre should be constructed . 1 

Abhinavagupta has not spelled out in his criticism the exact 
position of these two doors. 

Acharya Visveswar writes in his work that light is 
particularly needed on the Rangapltha. Therefore these two 
doors should be provided on the two sides where Mattavaranls 
are situated. These doors will serve a double purpose-they will 
provide light on the Rangapltha and will also provided passage 
to the Mattavaranl? 

On the basis of the above analysis, it can be safely said that 
these two doors should be in both the Mattavaranls. 
Abhinavagupta has also clearly said that these two doors should 
be in the two sides. Abhinavagupta had also clearly said in the 
context of the Mattavaranl that they should be constructed on 
the two sides of the Rangapltha. By providing doors in the 
Mattavaranl, the purpose of bringing light to the Rangapltha is 
also adequately served. 

Abhinavagupta has cited three views with relation to the 
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doors'. Now the question to be examined is-which of the views 
runs inconsonance with Abhinavagupta and Bharata. The idea of 
six doors is confirmed by another verse of Bharata. 1 This 
establishes that Bharata is also of the view that a theatre should 
have six doors. 2 See Fig. 13. 

After discussing the doors arrangement, Abhinavagupta 
further writes that whatever else remains to be said about 
Rangapltha and Rahgaslrsa has been depicted by Bharata with 
the term 

Bharata says that keeping in view the proportion of size, the 
Rangapltha should be constructed in a square shape measuring 
8x8 hastas. It should be plane-surfaced and should be equipped 
with an altar. 3 

The Mattavaranls in a Caturasra Theatre 

After the construction of the Rangapltha, Bharata proceeds 
on to describe the construction of the Mattavaranl and says that 
it should be constructed with four pillars on the two sides of 
altar and should have its measurement as indicated earlier. 4 

The above cited version of Bharata means that as the 
Mattavaranl is constructed 1/1/2 hastas higher in ground level 
in a vikrsta theatre, likewise in caturasra theatre too it should be 
constructed 1/1/2 hastas higher in ground level. Bharata has 
already elaborately discussed the entire process of construction 
of Mattavaranl in the context of vikrsta theatre and it should be 
applied as such in the case of the caturasra theatre also. 

The Altar in a Caturasra Theatre 

The above two versions of Bharata describes the 
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construction of Rangapitha and Mattavarani. Bharata has also 
used the word ‘^Rw ’ 1 (altar). In one description he says that the 
Rangaplta should be equipped with an altar . 2 In - the other 
description he says that the Mattavaranls should be constructed 
to the sides of the altar . 3 These descriptions indicate that the 
altar also occupies an important place in the context of the 
theatre. 

Abhinavagupta and Bharata have also mentioned the Vedika 
in the context of the vikrsta theatre. According to them the altar 
is square-shaped and different types of figures are engraved 
there on . 4 

Now the question arises what this altar is, where and how it 
is to be constructed and what purpose it is going to serve? 
Bharata and Abhinavagupta both have preferred to maintain a 
conspicuous silence on these points. 

Abhinavagupta in his commentary over the verses dealing 
with altar only writes urr §’ 5 6 7 which means that the 

vedikas should be beautifully made. But Abhinavagupta gives 
absolutely no indication as to exact position of the altars in the 
theatre. 

In the first chapter Abhinavagupta interprets ‘ 16 as 

4 Bat there he does not point out where it should be 
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constructed and whether the number of the altar will be one or 
two. 

Bharata’s statement however indicates that the altar 
certainly has a relationship with the Rangapitha and the 
Mattavaranl. Therefore it appears to be an appropriate 
conjecture that the altars should be constructed on the two sides 
of the Rangapitha. This upholds both the descriptions of 
Bharata-(I) The Rangapitha should be equipped with altar. This 
analysis makes it clear that there should be two altars. (II) that 
the Mattavaranl should be constructed to the side of altar. 

Now the question is whether there is any authentic statement 
to establish the number of altars at two? Bharata and 
Abhinavagupta have given no indication about the number. 
There is however one clue available. Abhinavagupta writes in 
his commentary 1 ^r^’ 1 ‘ =(R;4> ’ being 4 f^: 

signifies ‘two’. Had the number of altar been only one, there 
was no reason why Abhinavagupta should have used ‘fg °p£R 
’ So this fprsrcr is an ample proof to justify the inference 
that the number of altars is two and not one. There is another 
description to prove that the number of altars should be two. 
Bharata has explicitly stated that the Mattavaranl should be 
constructed to a side of the altar. Abhinavagupta has then 
explicitly propounded the view that in a vikrsta theatre a 
Mattavaranl should be constructed on each of the two sides of 
the Rangapitha. The number of Mattavaranl s being two, the 
number of vedikas necessarily comes to be two since a 
Mattavaranl is supposed to stand on the side of an altar. 

The above discussion makes it amply clear that there use to 
be vedikas on the two sides of the Rangapitha and two 
Mattavaranl S were constructed again on the sides of the 
Vedikas. This position of the Vedika has been presented in 
figures at a later stage in this work. See Fig. 13. 

1 . ^ — Abhinava-bh&ratX p. 200. B. H. U. P., Varanasi. 
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Rangaslrsa in Caturasra Theatre 

Bharata has made a mention of two types of Rangaslrsa. 
According to Bharata one type Rangaslrsa is to be constructed 
at a higher ground level (than the Rangapltha ) and the other type 
at the same level . 1 After defining the two types of Rangaslrsa, 
Bharata further says that in a vikrsta theatre, the Rangaslrsa 
should be at a higher ground level and in a caturasra theatre it 
should have the same level . 2 

However Bharata does not indicate the place in relation to 
which the Rangas'irsa is supposed to have higher or the same 
level. 

Abhinavagupta explains in his commentary that in a vikrsta 
theatre the Rangaslrsa should have a higher ground level and in 
a caturasra theatre the same ground level as the Rangapltha ? 
Elaborating the point in this context Abhinavagupta further 
writes that in a vikrsta theatre three additional pillars should be 
constructed . 4 This discussion makes a clear distinction between 
a vikrsta and a caturasra theatre. 

The religious and suspicious ceremonies that are to be 
performed while constructing the Rangas'irsa. Bharata has 
already discussed in the context of the vikrsta theatre. They are 
to be applied as such in the case of a caturasra theatre also. 
Their narration again would be an unnecessary repetition. 

After discussing the pillar arrangement, the door 
arrangement, construction of Rangapltha, Mattavarani, Vedika 
and Rangas'irsa etc., Bharata concludes that the caturasra 
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theatre is to be constructed on the lines of the process laid down 
above. 1 See Fig. 13. 

Bharata makes no mention of construction of walls, wood- 
work and painting etc. in the case of the caturasra theatre 
because he has already discussed all these things in detail in the 
context of the vikrsta theatre. So they should be applied as such 
in the case of the caturasra theatre also. 


l. ^ 


Ndtyas'dstra 2-105. chow. Edition. 



CHAPTER - 3 


TRYASRA THEATRE 

Having discussed in detail the process of construction of 
Vikrsta and Caturasra Theatre, Bharata proceeds on to 
discussed the process of the Tryasra Theatre. 

With regard to the characteristic of a Tryasra theatre, 
Abhinavagupta points out hat they are to be understood through 
the application method i.e. the procedure of raising pillars and 
walls and of providing doors etc. in vikrsta and baturasra theatre 
should be followed as such in the case of Tryasra Theatre . 1 
Before discussing the characteristic of a Tryasra Theatre, let us 
try to know what the word * Tryasra ’ means? Abhinavagupta 
traces the etymology of * Tryasra Tryasra is that which has 
three ‘ Asri ’ i.e. three angles. So Abhinavagupta’ s analysis 
makes it clear that a Tryasra Theatre is to be triangular . 2 

Bharata also gives the triangular outline of a Tryasr a theatre 
a n d says that the architects of the Tryasra theatre should build it 
in a triangular form . 3 

The outline of a Tryasra theatre given by Bharata and the 
etymology of the word Tryasra presented by Abhinavagupta 
make it certain that the Tryasra theatre is to be constructed in a 
triangular shape. The triangular shape does mean that it should 
be equilateral i.e. all its three sides should be equal. What the 
measurement of these three sides should be, Bharata gives no 
indication in his work. 

He has laid down definite measurement for construction of 


1 . Abhinava-bhdratl p. 200. B. H. U. P. Varanasi. 
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the different parts of the vikrsta and the caturasra theatre but he 
is fully silent about the measurement of Tryasra theatre 

Abhinavagupta in his commentary, has dealt with the 
question of measurement of a Tryasra theatre and he clearly 
says that the Tryasra theatre has close links with the vikrsta and 
caturasra theatre and therefore this triangular theatre has the 
same measurement as the vikrsta and the caturasra theatre. 1 

The triangular theatre on the lines of the vikrsta theatre 

As Abhinavagupta says above the measurement of the 
triangular theatre should be set on the basis of that of the vikrsta 
theatre. 2 Bharata prescribes the measurement of a vikrrsta 
theatre as 64x32 which means that it is a rectangular theatre. But 
the Tryasra theatre is triangular and a supposed to have all its 
three sides equal. So on the basis of the measurement of vikrsta 
theatre every sides of the Tryasra theatre will measure 64 
hastas. The Tryasra theatre constructed on the basis of the 
measurement of the vikrsta theatre has been figuratively 
represented at a later stage in this work. See Figure 14-B. 

The Triangular Theatre on the lines of the Caturasra 
Theatre 

Abhinavagupta has recommended the dimension of the 
Tryasra theatre to be the same as of the caturasra theatre. 
According to Bharata, the dimension of caturasra theatre are 
32x32. 3 Because the caturasra theatre is of square shape having 
all its sides equal. The Tryasra theatre is triangular and its three 
sides also are equal. So on the lines of the measurement of the 
caturasra theatre the Tryasra theatre will have its sides 
measuring 32 hastas each. We have figuratively represented the 
Tryasra theatre of 32 hastas later on in this work. See Figure 14- 
A. 


—Abhinava-bhdratT p. 200. B. H. U. P. Varanasi 
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Thus on the basis of the measurement recommended by 
Abhmavagupta also, the Tryasra theatre are of two kinds. 

Triangular ifangapitha in the centre 

After lying down that the Tryasra theatre is to be tn angular, 
Bharata further says that it should also have a triangular 
Rangapltha in the centre . 1 

Taking hint from this statement of Bharata about the 
construction of triangular Rangapltha in the centre, 
Abhmavagupta says in this, context that besides the Rangapltha, 
the Rahgasirsa and the green-room also should be constructed in 
the triangular shape . 2 

The above cited versions of Bharata and Abhmavagupta 
make it amply clear that in a Tryasra theatre a triangular 
Rangapltha is to be in the centre. Abhmavagupta goes a step 
further to say that the Rangaslrsa and the Green-room also are 
to be of the tnangular shape. This suggestion does not seem to 
be proper. We already know with Bharata and Abhinavagupta’s 
statements in the context of vikrsta and caturasra theatre that 
the Rahgasirsa is to be situated behind the Rangapltha and the 
Green-room behind the Rahgasirsa. It is certainly possible to 
construct a triangular Rarigpltha in the centre of a triangular 
theatre as Abhinavagupta suggests, but it is impossible to 
construct the Rahgasirsa and the Green-room also in the 
triangular shape. Neither Bharata nor Abhinavagupta has given 
any hint about the measurements of the Rangapltha, Rahgasirsa 
and the Green-room. So the exact location of all these three has 
remained a puzzle. The modem scholars have dealt with this 
issue and have tried to locate the Rangapltha, Rangaslrsa and 
the Green-room inside the Tryasra theatre according to their 
own view points. We will discuss their versions later. 

Bharata and Abhinavagupta are again silent about the 
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Mattavarani in a Tryasra theatre. Bharata has stated only about 
Rangapltha and has made no mention of Rangaslrsa, Green- 
room and Mattavarani. Abhinavagupta has written about the 
Rangaslrsa and the Green-room but he has not given any hint 
about their exact location. So nothing can be reliably said about 
the Mattavarani in a Tryasra theatre and it is completely 
unknown. Whether Mattavarani was at all constructed in a 
Tryasra theatre and if it all was constructed, what its 
measurement was? So this is also a problem to be resolved, 
unfortunately the modem scholars also have not touched this 
issue. However, one scholar Dr. C.B. Gupta has made a mention 
of Mattavarani in a Tryasra theatre and has also given its 
measurements. 1 We will discuss his views later on. See Fig. 6. 

Doors in a Tryasra Theatre 

A. According to Bharata — After discussing the 
construction of the Rangapltha in a Tryasra theatre Bharata 
takes up the door arrangement and says that the door of the 
Tryasra theatre should be constructed in the same comer. Before 
taking up the door arrangement Bharata has already written that 
a triangular Rangapltha should be constructed in the centre of 
the theatre. Now he says that a door should be provided in the 
same comer 2 which means that it is to be in the central comer. 
Bharata further says that another door should be provided 
behind the Rangapltha ? This version of Bharata makes the 
position of the second door perfectly clear but there remains a 
confusion about the position of the first door. Bharata is also 
silent about the purpose that these two doors are supposed to 
serve. 

B. According to Abhinavagupta — Abhinavagupta in his 

annotation clarifies the position of the doors in a Tryasra 
theatre, and writes * cfor this means ' wfrifo’ i.e. in the 
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western direction . 1 Abhinavagupta makes Bharata’s expression 
‘the same comer’ more clear and recommends that one door 
should be provided in the western direction. We know that the 
Green-room is located in the west and thus it is clear that one 
door is to be provided in the Green-room. Abhinavagupta also 
tries to explain the purpose of this door and says ‘gR 

This means that the door is meant for the entry of the 
audience. On the one hand Abhinavagupta says that the door is 
to exist in the west i.e. in the Green-room and on the other hand 
he says that is for the entry of the audience. These two 
statements seem to be inconsistent with each other, because the 
audience is not supposed to pass through the Green-room. It is 
the main door through which the audience should be made to 
pass. The inconsistency in Abhinavagupta’ s statements can be 
resolved only if we interpret his expression as ‘entry of 

the actors and their families and not the entry of the audience’. 
In the context of the caturasra theatre also has been 

interpreted as entry of the actors etc . 3 Thus it is clear that the 
door in the Green-room is meant for the passage of the actors 
and their families. 

Abhinavagupta explains the position of the second door also 
and says that two doors should be provided in the same comer . 3 
Here Abhinavagupta uses noun ‘gR ’ 4 which means two 

doors. This version of Abhinavagupta may have two 
interpretations. The one possible interpretation is that in the term 
‘gjft’. Abhinavagupta includes the first door and the other door 
provided in the Rangas'irsa behind the Rangapltha. The other 
possibility is that Abhinavagupta means to recommend two 
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doors in the Rangaslrsa itself. This seems to be more reliable 
interpretation because in the context of the caturasra theatre 
also, Abhinavagupta stands to provide two doors in the 
Rangaslrsa for the movement of the actors from the Green- 
room. 1 2 Therefore here also the likelihood is that Abhinavagupta 
means to provide two doors in the Rangaslrsa. From this point 
of view of Abhinavagupta, a Tryasra theatre is supposed to have 
three doors. See Fig. 14. 

In the context of the doors Dr. Subba Rao has stressed the 
view of Bharata and has accepted the theory of only two doors, 
one in the central comer of the Green-room and other in the 
Rangaslrsa? His figure also indicates that he is in favour of two 
doors on the lines of Bharata. See Figure 9. 

Again in the context of the doors, another scholar Dr. C.B. 
Gupta also recommends in his work, only two doors in a 
Tryasra theatre, one behind the Rangapitha and the other in a 
comer for the entry of the audience. 3 But in the figure of a 
Tryasra theatre given by him in his work, six doors have been 
shown, three in between the Green-room and the Rangaslrsa, 
two in the Mattavaranl and one main door in the Auditorium for 
the entry of the audience. 4 See Figure 6. 

Another scholar Dr. Mankad has also given the figure of a 
Tryasra theatre in his work. There he shows only one door, the 
main door of the Auditorium through which the audience is 
supposed to pass. 5 See Fig. 3. 

In the middest of these controversial views of different 
scholars, the most reliable view seems to be of Abhinavagupta 
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who propounds the theory of three doors. 

The Wall and the Pillar Arrangement 

After discussing the door arrangement Bharata takes up the 
wall and pillar arrangement and says that whatever has been laid 
down in this context in the case of a caturasra theatre should be 
applied as such by the architects in a Tryasra theatre also . 1 The 
skilled workers should thus build the theatre according to the 
procedure mentioned earlier . 2 

So Bharata’s statement makes it clear that after discussing 
the wall and pillar arrangement m detail in the case of a 
Caturasra theatre, he considered it unnecessary and useless to 
repeat it again. 

The Triangular theatre and the Auditorium 

Bharata and Abhinavagupta both have left untouched the 
point as to what type of Auditorium should be constructed in a 
Tryasra theatre and what its measurement should be? Both of 
them have clearly pointed out the measurement of the 
Auditorium in a Caturasra and Vikrsta theatre. But they are 
completely silent about the Auditorium in a Tryasra theatre. 

Among the modem scholars Dr. P.K. Acharya has expressed 
his view about the Auditorium that it should be triangular . 3 A 
figure of the Auditorium as suggested by Dr. Acharya is shown 
in a figure appended in his work. 

Orchestra in a Tryasra Theatre 

Bharata and Abhinavagupta have also not indicated the 
seating arrangement in a Tryasra theatre for the singers and 
musicians. Abhinavagupta has stated in the context of Vikrsta 
theatre that two doors should be provided in between the 
Rangasir$a and the Green-room and the musicians should be 
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seated in the space between the two doors. 1 

So it can be inferred to an extent that Abhinavagupta has 
recommended the provision of two doors behind the Rangapitha 
(in between the Rangasirsa and the Green-room) keeping m 
mind the place of musicians and singers in the Tryasra theatre 
also. Nothing can be said as to the extent of authenticity of this 
inference because no pointed reference from Bharata or 
Abhinavagupta is available in this regard. 

We have covered upto this stage the construction of a 
Tryasra theatre on the lines of prescribed by Bharata and 
Abhinavagupta. Now here onward we will discuss the views of 
the modem scholars about the Tryasra theatre. 

Among the modem scholars Dr. Subba Rao has incorporated 
in his article a figure of the Tryasra theatre according to which 
he suggests the measurement of the Tryasra theatre as 32 hastas. 
This measurement has been divided in three parts- 16 hastas for 
the Auditorium, 8 hastas for the Rangasirsa and 8 hastas for the 
Green-room. Prof. Subba Rao has not shown the Rangasirsa and 
Rangapitha separately because he takes them as one. He has 
bisected the top comer by drawing a central line through the 
theatre right up to the Green-room. The Rangasirsa has been 
curved out in the centre. This sketch given by Prof. Subba Rao 
indicates that he agrees with Abhinavagupta’s view that the 
Rangapitha, the Rangasirsa and the Green-room should be 
constructed in the triangular shape. 2 Had he differed with 
Abhinavagupta, he would have certainly noted in his article that 
Abhinavagupta’s view advocating triangular shape for the 
Rangasirsa and the Green-room is not appropriate, as he has 
done here and there whenever he differs from Abhinavagupta’s 
views. Thus the views of Subba Rao indicate that the Rahgapit 
ha and Green-room should also have triangular shape. The pillar 
arrangement given by Dr. Rao is shown in a figure appended to 
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this work. See Figure 9. 

In the figure of a Tryasra theatre presented by Dr. Mankad, 
the Rangapltha and the Green-room have been shown having 
triangular shape but not the RahgasTrsa} 

Acharya Visweshar has given in his work the figure of a 
Tryasra theatre as represented by Mamnohan Ghosa and there 
he has reproduced the position of the theatre he has shown only 
the Green-room in the triangular shape. 1 2 So according to his 
views also the Rangasirsa and the Rangapltha are two have not 
triangular shapes. 

Acharya Visweshwar has specifically written in his work 
that Rangapltha, Rangasirsa and the Green-room-all three 
together can not be constructed in a triangular shape. In addition 
he has said that the Tryasra theatre may have two more 
positions which he has represented through figures. In them 
Rangapltha, the RahgasTrsa and the Green-room-all the three 
have triangular shape. He also writes that quite possible, either 
of these positions may correspond to the views of 
Abhinavagupta. 3 

Description of a Tryasra theatre given by Dr. C.B. Gupta in 
his book is as follows: “The Tryasra theatre is in the form of an 
equilateral triangle. It is divided into eight parts on each side and 
from each dividing point lines are drawn parallel to those on the 
side of the equilateral triangle. Thus 64 triangles are formed. In 
four triangles in the middle the Rangapltha is constructed. 
Behind the Rangapltha is placed the Rangasirsa in five triangles 
(or 13 triangles in the absence of walls) and the Nepathyagrha in 
15 triangles. Each of the MattavaranZs is constructed in eight 
triangles. The remaining triangles are reserved for the audience. 
This is illustrated in the diagram of the Tryasra type. But no 


1. D. R. Mankad— Ancient Indian Theatre p. 12. 
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exact measurement of this type of theatre is available m the 
Natya-Sastra or Abhinava-bharati. 

On the basis of the discussions given by Bharata and 
Abhinavagupta and the modem scholars, it seems appropriate to 
assert that if a triangular Rangapitha is constructed in the centre 
of the Tryasra theatre, it would not be possible to construct 
thereafter the Rangaslrsa and the Green-room in the triangular 
shape. But if central line is drawn right up to the Green-room as 
suggested by Prof. Subba Rao and other scholars and then the 
space is divided for the Rangapitha and the Rangaslrsa, all the 
three can have triangular shape. 


1. Dr. C. B. Gupta— The Indian Theatre — P.No. 34. 



CHAPTER - 4 


MAIN PARTS OF INDIAN THEATRE 

Kaksya vibhaga 

In chapter 14 of the Natyasastra it has been pointed out how 
scenes should be presented on the stage. Various 'scenes are 
required to be arranged on the stage according to the plot. 
Bharata -Muni has suggested several useful devices for 
presentation of scene on the stage so that the whole perspective 
may be appropriate and natural. Division of the stage is also one 
of such devices. This scheme of division of the stage is based on 
imagination as it means that the different divisions indicate 
different places and countries on the stage as the plot requires. 

Thus the different portions on the stage are created in a way 
that when an actor moves from one portion to the other, it 
represents his movement from one place or country to the other. 
Bharata has clearly mentioned in a verse that movements within 
the circumference of the stage indicate its different portions. 
When an actor has to represent his movement to another place 
he should do so either by taking a turn or moving to another 
portion under the scheme of the division of the stage. 1 Bharata 
takes into consideration three portion-interior, exterior and 
central. 2 The distance from one portion to the other is 
represented to the other by the manner of movement of the 
actors. If a distant place is to be represented, the actor should 
move or a long duration and for a short distance he should move 
for a short duration. Out of these the portion adjacent to the 
green-room is the ‘interior’. The portion adjacent to the 
Rangapttha is the ‘exterior’ and the portion in between these 

1 . -efrWfaHr'Tl Tfite MfhfffllcIJ 
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two is the central division. These divisions exist on both sides of 
the stage and served as wings from outside, they were used for 
side movement and also for setting the different scene. Pointing 
out the utility of the stage divisions, Bharata says that within its 
circumference all such provinces, cities, forests, mountains etc. 
are included as need be shown in the scene. 1 According the 
scene of stage-divisions, the actors entering the stage, first are 
called *3?T«1FHR' and those entering subsequently are called ‘ W’ 2 

After entry of the actors on the stage, the other divisions are 
indicated by one or many rounds of the actors as per the needs. 3 
Besides, Bharata has also pointed out the arrangement of 
movements of actors in these different portions of the stage. He 
has also pointed out that the places and regions of human and 
divine characters are also shown in this scheme of stage- 
divisions. 

Dr. Mankad and Dr. C.B. Gupta have propounded a theory 
in their books that the Mattavaranls were used for dividing the 
stage. On the basis of the above discussion it seems to be 
justifiable conclusion that the division of the stage was 
imaginary and according to the requirements of the plot the 
different portions should have been used for representing 
different scene on the stage and this was called ‘Kaksya- 
vibhaga ’ (divisions of the stage). 

Some Modern Scholars write on Rangasir§a and 
Rangapffha 

We have already discussed the position of the Ratigapifha 
and the Rahgasirsa on the basis of the views of Bharata and 
Abhinavagupta. But the views of Dr. Subba Rao and Dr. Ghosa 
among the modem critics are different from those of Bharata 
and Abhinavagupta about Rangasirsa and Rarigaplfha. 
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Dr. Manmohan Ghosa has in his edition of Natyasastra and 
his article both, emphasized that the Rangapitha and the 
Rahgasirsa were not two separate portions in the theatre, rather 
they are synonymous and stand for the same place because they 
have not been mentioned as two separate places in the original 
text of the Natyasastra. To substantiate this view, Acharya 
Visweshwar has produced the arguments of Dr. Ghosa. 1 

1. In the first chapter of Natyasastra, it is mentioned that 
Brahma guarded over the different portions of the theatre. 
The arrangement discussed there contains a reference to 
Rangapitha at least twice but there is no mention of the 

Rangapitha. 

2. In the second chapter, there are two verses pointing out the 
different portions of the theatre and referring to the 
Rahgasirsa, but making no mention of the Rangapitha. 
This gives an idea that the portion referred to as Rahgapit 
ha in the 1st chapter is the same as that referred to as 
Rahgasirsa in the second chapter. 

3. In verses No. 72, 73 and 75 in the second chapter again 

make a mention of only the Rahgasirsa and not of the 
Rangapitha. This term Rahgasirsa has occured in the 
context of the vikrsta mandapa. Besides ‘hT ite in 

place of ‘ is the interpolation found in certain 

editions. This can lead to the conclusion that during the 
ancient period the readers of the Natyasastra considered 
Rangapitha and Rahgasirsa as synonymous. 

4. In the context of the construction of the Tryasra theatre 
again only Rangapitha has been mentioned and there is no 
mention of Rahgasirsa. 

5. In the context of the construction of the catursra theatre the 
term Rangapitha has been specifically referred to four 
times while the term Rahgasirsa occurs only once that one 
mention of Rahgapifha is also replaced as Rahgasirsa in 
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some editions. This also proves that Rangapltha and the 
Rangas'lrsa represent the same place. So Dr. Ghosa draws 
the conclusion that the Rangapltha and Rangas'lrsa are not 
two separate portions, rather they are two different names 
of the same place. 

The View of Dr. Subba Rao 

Dr. Subba Rao also does not take Rangapltha and Rahgas'lrs 
a for separate portions. According to him is the base of 
Ranga and is the top or upper surface of the Rariga-Ranga 
being the stage 1 

In his article Dr. Mankad has commented upon the views of 
Dr. Ghosa and Dr. Rao both . 2 Taking support of some other 
original verses he has tried to establish that the position of 
Rangapltha and Rangas'lrsa being separate is acceptable both to 
Bharata and Abhinavagupta. He has quoted a verse from chapter 
second, which has the meaning that in a vikrsta theatre the 
Rangas'lrsa should have a higher level while in a catursra theatre 
it should have the same level . 3 Now the question is higher than 
or some to which level? The only answer to this question is 
Rangapltha . 4 Abhinavagupta has also hinted out this point in his 
criticism . 5 Then Dr. Mankad has quoted another verse to prove 
to separate entities of Rangaslrsa and Rangapltha. 6 7 In this verse 
specific and separate mention has been made both of Rangas'lrsa 
and Rangapltha ? On this basis Dr. Mankad has repudiated the 
theory of Dr. Ghosa and Dr. Rao on the support of Abhinava- 


1. Dr. Subba Rao— A Critical Survey of the Ancient Indian theatre in 
accordance with the second chapter of the Bharata Ndtyas&stra. 

2. Dr. D. R Mankad— Ancient Indian Theatre p. 42-43. 

3. ^ ^ 1 qFR^fl 

—Natyasdstra 2-104. 

4. Dr. D. R. Mankad— Ancient Indian Theatre, p. 43. 

5 i 

— Abhinava^bhdrati p. 200. 

6. Natyasdstrdl-1 1 . 

7. D. R. Mankad— Ancient Indian Theatre p. 43. 
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bharati and quoting some portions there from he has established 
the separate existence of Rangapitha and Rangaslrsa. 

Comments of Prof. Raghavan on the views of Dr. Ghosa 

In his article Dr. Raghavan also has given his comments on 
the views of Dr. Ghosa . 1 There he has tried to establish separate 
existence of Rangaslrsa and Rangapitha mainly on the basis of 
different quotation from Abhinava-bharati. According to 
Abhmava-bharati, as he puts it, there is specific mention of 
separate position of Rangapitha and Rangaslrsa and Dr. 
Raghavan has also quoted the relevant portions to support his 
point of view . 2 

Thus Dr. Ghosa and Rao have propounded the theory of 
Rangapitha and Rangas'irsa being one and the same. While Dr. 
Mankad and Dr. Raghavan have repudiated this theory. AchSrya 
Visveshwar, Dr. C.B. Gupta and some other scholars too take 
Rangaslrsa and Rangapitha as two different portions of the 
theatre. 

According to the above discussion a group of scholars 
consider Rangapitha and Rangaslrsa as separate while another 
group consider it as one. On the basis of analysis presented by 
Dr. Mankad, Dr. Raghavan and others and also on the basis of 
the position of Ranngpltha and Rangaslrsa prescribed by 
Bharata and Abhinavagupta which we have already discussed in 
the last chapter. It seems justified to conclude that the Rahgapit 
ha and the Rangaslrsa are two separate portions of the theatre. 
This separate position of Rangapitha and Rangaslrsa is also 
acceptable to Abhinavagupta and Bharata as is evident from 
their discussions. The Rangapitha is the main and the front 
portion of the stage meant for the actors to play their roles and 
the Rangaslrsa is the back portion of the stage behind the 
Rangapitha meant for the singers and musicians to sit and relax. 
Thus is clear that both have separate uses. 


l 3iRrr4 Wv 

2. Ibid p. 295. 
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Dr. Mankad has in his article also established that there is 
some dissimilarity between the figures given by Dr. Ghosa and 
Dr. Rao. 1 In the figure of the theatre presented by Dr. Ghosa, 3/4 
portion is shown as the auditorium and the remaining 1/4 is 
allotted to the stage and the green-room. See Fig. 11. Dr. 
Mankad has expressed dissent on this plan of Dr. Ghosa. He 
writes that though this plan may be appropriate from the stand 
point of distribution of space and also from architectural point of 
view but from practical point of view, half of the stage of the 
theatre should be given to the auditorium and the other half to 
the stage and green-room etc. 2 

Bharata and Abhinavagupta also have pointed out that the 
total space of 64x32 hastas should be equally divided in two 
parts and the rear portion should again be sub-divided into two. 
The green-room should be provided in the western portion and 
the Rangasirsa in the adjoining half portion. Similarly, giving 
the dimensions of every portion, Abhinavagupta has also clearly 
established that half of the space should be utilized for the 
auditorium and the other half for Rangapitha , Rangasirsa and 
green-room. Therefore Dr. Manmohan Ghosa’ s division of 3/4 
portion for the auditorium and 1/4 for the stage does not appear 
to be appropriate since this theory is not acceptable to Bharata 
and Abhinavagupta also. 

The only dissimilarity to be found in the figure of the theatre 
presented by Dr. Rao in his article is that he has shown the entire 
portion of 32x16 hastas as Rangasirsa. He has also divided the 
entire space of the theatre into three portions-half for the 
auditorium and the other half sub-divided into two for the green- 
room and the Rangasirsa. See Fig. 8. 

Malta varan! 

Although we have elaborately discussed the position of 
Mattavarani according to the views of Abhinavagupta and 
Bharata, yet numerous questions do rise about the word 


1. D. R. Mankad— Ancient Indian Theatre p. 44. 

2. Ibid. p. 45. 
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Mattavarani-'wha.t does this word mean, what is the size of 
Mattavarani, where is its location and what its number? Several 
modem scholars have given a thought to these questions and 
have tried to trace authentic answers. However it can not be said 
to what extend there conclusions are reliable. 

Meaning of the word Mattavarani 

In the original ‘ Natyasastra ’ and also in its commentary 
‘ Abhinava-bharatl’ , every where the word is used as 
Mattavarani. Away from these works no where is the word 
Mattavarani available in dictionaries or literature. Of course, we 
do find the word ‘ Mattavarana ' (^RranvT). In the ‘fWc^r’ entitled 
there is a reference 

Etymologically the word ‘MtiqiiV has been interpreted as 
‘■jjWfhfrn 


V.S. Apte, m his dictionary, translates 1 Mattavarana'’ as 
‘Veranda ’. 1 2 In of the great poet the word ‘TTfranvr' 

has again been used in the expression in the 

1 also we have the word 'TOOT :' 3 and again the 

word is used as such in ‘Mahabharata’ 4 , but there * Hxiqk u i’ does 
not for Veranda. Dr. A.B. Keith has used the word Veranda for 
Mattavarani while making a mention of the theatre in his book . 5 
But Abhinavagupta and Bharata have produced no Etymology of 
Mattavarani nor have they given any hint about its meaning. So 
it is difficult to say what they meant by this word. 


In the light of the above discussion Veranda seems to be 
giving the correct meaning of the word Mattavarani. The 
description of Mattavarani given by Abhinavagupta also seems 
to give its meaning as Veranda. 


1 . sirsrpf atfiReptrwt p. 313. 

2. Vaman Shivram Apte— The Student’s Sanskrit-English-Dictionary p. 
419. 

3. 30/9 

4. ■WrRjcf-'^N^ 1 1 1/27 I 

5. A. B. Keith— The Sanskrit Drama p. 359. 
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The views of Prof. Subba Rao on MattavaranI 

The description of MattavaranI given by Prof. Rao in his 
article is absolutely his original approach. Prof. Rao has 
interpreted MattavaranI with the expression ' Hnm qi< u ini 111% 

According to him the front wall of the Rangapitha raised to 
the side of the ‘ 1’ hastas higher level should have figures of 
intoxicated elephants. This row of intoxicated elephants cut in 
the plaster, is MattavaranI. This is what Prof. Rao means. 

In support of his view, he argues that the correct reading of 
the term in Bharata’s verse should be 

wgrET' i.e. **r’ is to be replaced by ‘^r! The word ‘war’ means 
the pillar for the purpose tiding the elephants. He also interprets 
‘wf’ not as ‘side’ but as ‘front’. So according to him a row of 
intoxicated elephants along with four ‘ will be engraved in 
plaster only in one part of the Rangapitha namely the front wall 
and this carries the name of MattavaranI. 1 2 This is entirely a new 
interpretation of Prof. S. Rao and on the basis of this he has also 
given a picture of MattavaranI. See fig. 10. 

The Views of Prof. Bhanu on MattavaranI 

Achaiya Visvesvara has cited the views of Prof. Bhanu. 
According to Prof. Bhanu, MattavaranI is that which ‘obstructs 
the excite’. 3 He says that some times on witnessing an 
excessively sentimental scene in the theatre, some people among 
the audience get over-excited and they attempted to get closer to 
the actors in a stage of grate excitement. If such people get an 
access to the stage, the staging of the play will have to be 
terminated there and then. Therefore it is necessary to provide a 
low wall or enclosure so as to prevent access of such excited 
people to the stage. Because of this barrier, the impatient and 


1. Dr. Subba Rao— A cntical survey of the Ancient Indian Theatre in 
accordance with the second chapter of the Bharata Ndtyasdstra. p. 448. 

2. Ibid. 

3. -31MI4 STfiHeCHKdl p. 317. 
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excited people are prevented and thus that banner is called 
Mattavaranl. 

Dr. Manmohan Ghosa has also given a hint of Mattavaranl 
in a footnote in his book. 1 He has interpreted the word 
Mattavaranl on the basis of dictionaries and other books. He 
says that the word means ‘A turret or small room on the 

top of a large building’, ‘a veranda’, ‘a pavilion’. 2 Side by side 
he has also hinted that it is not very clear what Abhinavagupta 
meant by Mattavaranl. Dr. Ghosa has specified about 
Mattavaranl that according to Abhinavagupta it can be taken to 
be a side-room. 

So Dr. Ghosa’ s version also makes it clear that the 
Mattavaranl was either a side room or a veranda. Acarya 
Visvesvara has produced some pictures of Mattavaranl prepared 
by Dr. Manmohan Ghosa. A look at them indicates that the 
Mattavaranl was situated inside the stage ( Rangamandapa ) and 
not outside it. We are producing in this work the figure of 
Mattavaranl showing therein its position on the lines of Dr. 
Ghosa. 3 See Fig. 1 1. 

Dr. Mankad writes in his book about Mattavaranl that two 
Mattavaranl" s measuring 8x8 hastas should be constructed on 
both the sides of the Rangapltha. Dr. Mankad has only 
supported the views of Abhinavagupta about Mattavaranl , 4 
Commenting on Prof. Subba Rao’s interpretation of 
Mattavaranl. Dr. Mankad writes that the etymology of 
Mattavaranl given by Prof. Rao (*ra = with rut and = 
elephant) seems to be quite reasonable. But his interpretation is 
liable to two object! ves-one the use of the term 
and the other, the use of the term ‘wf:’, arguing on this point 
Dr. Mankad writes that four posts are superfluous in the case of 
a carved row of elephants. On the other hand the word * 
means ‘side’ and ‘not front’ as Prof. Rao interprets. After the 


1. Dr. Manmohan Ghosa— Natyas'astra p. 27. 

2. Ibid p. 27. 

3. 3lftmHR#p. 321. 

4. D. R. Mankad— Ancient Indian Theatre p. 16. 
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above mentioned criticism he has specifically noted that he 
agrees with the views of Abhinavagupta. 1 

With regard to use of Mattavdrani Dr. Mankad categorically 
writes, ‘Exact use of the Mattavaranl is not known’. 2 3 He writes 
that Mattavaranl was a special portion of the Rangapitha 
specifying the use of Mattavaranl, Dr. Mankad writes that it was 
used as "Kaksyd s’. He takes the position of Mattavaranl inside 
the Rahgamandapa ? See Fig. 1, 2. 

Acarya Visvesvara has interpreted this word as a Veranda 
and he has also written that the situation of veranda is always 
adjacent to the mam building but outside it. Therefore the 
provision of two Mattavaranl s each on both the sides of 
Rangapitha means that the Mattavaranl will be adjacent to, but 
outside of the Rangapitha. 

Use of the Mattavaranl 

Only a few scholars have thrown light on the purpose behind 
the construction of the Mattavaranl. According to Prof. Bhanu it 
was meant for preventing access of excited people to the stage. 
Although his view is also logical but it does not correspond to 
the views of Abhinavagupta because any barrier in front of the 
audience will obstruct their views to the stage and they will feel 
inconvenience. 

Dr. Mankad writes and also Dr. C.B. Gupta very specifically 
says that the Mattavaranl s were used as ‘Kaksyas\ 

Dr. A.B. Keith throws light on the location of Mattavaranl 
in the theatre and writes that it appears that the Mattavdrani was 
used by the spectators also. 4 

Abhinavagupta hints out in the first chapter about 
Mattavdrani and says that it was a suitable place for the king 
and other members of the royal family. 5 


1. D. R. Mankad— Ancient Indian Theatre p. 16. 

2. Ibid?. 12. 

3. Ibid p. 35. 

4. A. B. Keith— The Sanskrit Drama p. 359. 

5. VT-sJ ^iftfcri — Abhinava-bhdratt p. 99. 




69 


On the basis of the above cited analysis and also 
inconsideration of Abhinavagupta’s view, it seems reasonable to 
conclude that the Mattavarani was used for seating the chief 
guest. Abhinavagupta’s statement that it was for the use of king 
only supports this surmise. Dr. Keith is also not irrelevant when 
he states it was for the use of spectators. Only the words ‘very 
important’ are writing in his statement. 

Curtain in Sanskrit and Greek 

The word Yavanika or Javanika has been used from the 
beginning in Sanskrit literature. First of all the word Javanika 
occurs in Harivamsa in the sense of a curtain . 1 

Bharata in his Natyasastra has referred to the word 
Yavanika thrice . 2 He has also used the Pata in the sense of 
Yavanika. 3 

The other words for the curtain like Pratisira *, Tiraskarinf, 
Pati or Apati 6 are found in the Sanskrit lexicons and literature. 

Amarasiiiiha has mentioned the word Javanika , Pratisira 
and Tiraskarini for curtain. 

Kslrasvaml explains the word Javanika as * Javante asyam ’7 

Another commentator of Amarakosa Lingayastirin derive 


1. tnPr toita TUFprafrffrr 

TO(t ^ ^ TTT: 1 1 

— Harivamsa 74.10. 

2. T33lPr 1 I 

qqPia E i in 

—Natyasastra V-11.12. Baroda Edition. 

3. Ibid XII 3. Baroda Edition. 

4. Amarakosa 

5. Kms. 1-14, Mai. II- 1. Amarakosa. 

6. Com. Amarapadpdrijata by MallinStha, Adyar Edition. 

—March, p. 154. Bareilly Edition. 

7. aiw sraPm’ 

—Com. on Amarkosa 2/6/120. 
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the word Javanika from the root V«n’ in the sense to move . 1 

Mallinatha has accepted Yavanika, Apati and Karidpata as 
synony ms in his commentary of Amarapadaparij ata and also 
mentioned Desi word * teracira ’ in the same sense . 2 

In Padacandrika, commentary of Amarakosa Javanika 
derive from ‘Ju’ in the sense of speed or movement. He has also 
given the etymology of Yavanika? 

Another commentator of Amarakosa Raghunath 
Chakraborty has mentioned the word Yavanika as a form of 
Vyavadh&yaka Pata. He has also referred to Yamanika, it may 
be derived from ‘Yamuadne ’. 4 

JSyana has given the definition of Yavanika and also 
mentioned its kinds in Bharata-kos'a 5 

The word Javanika occurs in Bhatrhan’s Vairagya Sataka . 6 
* Yavanika' or ‘ Javanika ’ also occurs in Sisupalavadha 1 , 
Aatyasarvasvadlpika 8 and Bhagavata-Purana 9 in the sense of 
curtain. 


1. 3if?rcrcfci— sraPra = 

—Amarakosa Vol. 1. p. 400. Adyar Edition. 

2. — Com. Amarapadapdrij&ta on Amarakosa, Adyar Edition. 

3. ^ SJRJ:” WR -44^11 

ra i ■q*T4(?i -jq<H4fci ‘ 44pw’i 

—Com. Padachandnka by SarvSnanda on Amarakosa p. 466. 

4. ‘-qJlPpfiT— %(^| 

— Com. Trikandachintdmani on Amarakosa p. 381. Calcutta Edtion. 

5. •qwrere&r i PHq<ii :i 

(ci^?i 4 nnlofijefi| ■qt 1 1 — Bharata-kos'a p. 514. 

6. Bh. 3-114. p. 53. 

7. Sis. IV- 54. 

8. erat era -5R#qi imraftf&cn i 

—Ndtyasarvadipika folio 24. quoted by G. H. Tarlekar in studies in the 
Natyasastra. 

9. Bhdgyata-Purdna 1/8/19. 
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SSradatanaya has mentioned the word Yavanikantra in 
BhSvaprakasana. 1 

The colour and form of Yavanika (Curtain) 

The commentator on Amarkosa Raghunath Chakraborty has 
thrown some light upon the form of the curtain in his 
commentary ‘ TrikandacintamanI and for this purpose, he has 
quoted a verse from Sivasvamin’s epic which 

gives an impression that the curtains were made of multi- 
coloured cloth. The cloth should have generally been black or 
blue and it should be having golden stripes. The Peacock feather 
and clouds with lightning given an indication of the colours of 
the curtains. The poet has hinted in his work that as the Peacock 
feathers are blue and have golden circular patches on them, the 
curtains should also be having the same colour-combination. 
This idea is farther confirmed by the suggestion of clouds with 
lightning. The poet has especially used the word ‘Kokanata’ for 
the Peacock which is an indicator of the functions of an actor. 
Along side it also confirms that curtains were used in the 
theatre. 

Sri Ballabhadeva also in his commentary on ‘Sisupal- 
Vadha’ has propounded his theory about the colour of the 
curtains. According to him the curtains were generally white . 3 

G.H. Tarlekar has in his work relied upon the views of S.M. 
Tagore and has related the colours of the curtains to the 
sentiments represented. According to Tagore the colours of the 


1 . Bh&vaprakdsanam p. 244. Baroda Edition. 

2. ■srefcr "sfaf frrt 

ci<l 1 1 

3. ^qftq > T sift A 

—Com. Sandehaviso$adhi on Sisupdlavadha, 
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curtains were matched with the sentiments. 1 

Bhavabhuti has used the word ‘Citrajavanika ’ in his Malatl- 
Madhava ? This word also makes it clear that the curtains were 
multi-coloured. 

Dr. Keith in his ‘Sanskrit Drama’ lays down that ‘The 
colour of the curtain is given in some authorities as necessarily 
in harmony with the dominant sentiment of the play, in 
accordance with the classification of sentiments already given, 
but others permit the use of red in every instance.’ 3 

Kalidasa has used ‘Rk^R u iT in his ‘ 4 

The description given in that verse indicates that the colour 
of curtains should have been black or blue. Because the poet has 
metaphorically represented the clouds as curtain. According to 
the poet clouds, all of a sudden appear to provide a curtain on 
the door of the Himalaya cave to hide the secret of the Fairies. 
This means that the clouds cause darkness inside the cave. This 
description certainly confirms that the colours of curtains should 
be either black or blue. 

Ray Govindachandra in his work has referred to an old 
description of a theatre available in <i4h^Ri4 ^’. 5 


1. -Etrrqf -tHpra <nr tjwwtrai, 

^ T ftcTT 

*RH%, 

W 1 1 

—quoted by G.H. Tarlekar in Studies in the Ndtyas&stra p. 204. 

2. MM. 106. Nimay Sagar Press. 

3. A. Berriedale Keith— The Sanskrit Drama in its origin Development 
theory and practice, p. 359. 

4. KMS. 1-14. 

5. TFT qtW 4IAWK4 if p. 4 1 
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According to that description coloured curtains were 
provided at the stage. These curtains had small bells hanging at 
there lower boarder and gave tinkling sound when the curtains 
were drawn. 

The above cited views about the curtains reveal that the 
curtains were generally multi-coloured. This view is further 
confirmed by the curtains used in the modem theatre because 
even tod,ay coloured curtains are mostly used. 

In Bharata-Kosa the measurement of curtain is also spelled 
out. According to it the length of curtain should be 8 hastas and 
the breadth 5 or 6 hastas. 1 Except this description, the 
measurement of the curtain has not been dealt with anywhere 
else. 

The position of curtain on the stage 

Although the position or place of curtain on the stage is 
quite confusing, scholars have tried to clarify it. Bharata has 
made no mention of the curtain while discussing the theatre in 
the second chapter of his Natyasdstra. But in fifth chapter he has 
referred to the curtain while discussing the preliminaries of the 
dramatic performance among which he lays down that songs, 
music, dance and dialogues are carried through inside and 
outside the curtain. There is also an indication of raising the 
curtain for dances and dialogues. 2 Abhinavagupta has located 
the curtain in between the Rarigapitha and the Rahgas'irsa. 3 This 
position of the curtain is confirmed through Bharata’s Nat 
yasastra also, because Bharata has recommended the seats of the 
singers and musicians at the Rahgas'irsa . 4 Keith has also 
supported this very position of the curtain. 5 All these views 
make it clear that the position of curtain was in between the 


1 . Bharata-Kos'a p. 796. 

2. Natyasdstra V-l 1.12. Baroda Edition. 

3. crw 

— Abhinava-bharati p. 506. Kashi Edition. 

4. Natyas'dstra TV Vol. 34 Chapt. p. 449. 

5. A. Berriedale Keith— The Sanskrit Drama p. 359. 
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Rangasirsa and Rangapltha. This position is farther supported 
by so many scholar’s versions available else where. 

In the beginning of the fifth act of Kalidasa’s 
Abhijnanosakuntalam the king and the clown (I^W) are shown 
seated together and listening to a song sing by Hamsapadikd 
The stage direction given at this stage is 4 This 

means the song is being sung by a person who is not on the 
stage. The seating place for singers and musicians determined 
by Bharata further makes it clear that the song is sung behind 
the curtain. This now leaves us in no doubt that the Yavanika 
was situated in between the Rangasirsa and the Rangapltha. In 
* ’ also loud sounds are heard from the green-room 

i.e. from behind the curtain and there too the above determined 
position of the curtain is confirmed. 

In chapter twelfth of his Natyas'astra Bharata hints to the 
drawing of the curtain as the actors enter the stage on the 
singing ofthe'^FTR ' 2 

This goes to show that the curtain’s position was at the door 
of the green-room, where the actors used to do their make-up?. 

Dr. Keith states that “behind the curtain are the actors, 
quarters ( Nepathyagrha ) or tiring rooms. Here are performed the 
sounds necessary to represent uproar and confusion which 
cannot be represented on the stage, here also are uttered the 
voices of gods and other persons whose presence on the stage 
are impossible or undesirable .” 3 

Such a description is available in the Encyclopeadia also . 4 


Fifth Act p. 72. Kalidasa Grahanthavali. Chaukhambha Edition. 

2. ^ i 


—Ndfyas'astra 12-3. Baroda Edition. 

3. A. B. Keith— The Sanskrit Drama, p. 387. 

4. The tiring-room (. Nepathya ) was immediately behind the curtain. When 
characters came on the stage in a dignified manner, the two halves of the 
curtain were drawn aside by attendants. Encyclopeadia of Religion and 
Ethics. Vol. IV. 
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The position of the curtain should be before the Green-room 
from where the dancers and the actors etc. enter the stage. A 
description is available. In the second act of the ‘Mrcchaktika’ 
Sarhvahaka hurriedly enters the stage before the curtain is 
drawn . 1 a Similar thing subsequently happens in the same act 
when ‘Kampdraka’ also enters without the curtain being drawn . 2 

A reference suggesting that the curtain used to be located 
before the green-room is also available in ‘The Oxford 
Companion to the Theatre ’. 3 The aforesaid evidence makes it 
certain that there was a curtain before the door of the green- 
room which was drawn to enable the actors to enter the stage to 
play their roles. 

In his criticism of Bharata’s Natyasastra, Abhinava has 
pointed out the existence of two doors in the green-room . 4 This 
means that there was a curtain at each of the two doors. 

Ray Govind Chandra also mentions in his work that there 
used to be curtains at both the doors of the green-room . 5 In the 
above description there is a reference to the curtains being 
drawn by two young women at the time of entry of the actors. 
This reference further bears evidence to the existence of curtains 
at both the doors of the green-room. 

Dr. Raghavan has in his article quoted a reference from 
about the curtains on the stage. According to that 


—Mrcch. II act p. 154. Bareilly publiction. 

2. tRT: ufatflfo analqft qt w£r I 

-Ibid p. 180. 

3. At the back of the stage was the curtain which separated it from the 
dressing rooms of the artists. Behind the curtain, were performed various 
noises off, sound of tumult, & c. voices of Gods which could not 
suitably be represented on the stage, p. 385. The Oxford Companion to 
the Theatre, 


4. 



5. 'STo TPI ttHSr; w- 


— Com. Abhinava-bharati p. 449. Baroda Edition. 
3 HliMSflcnsif % ^4, p. 20. 
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the number of curtains were three . 1 

This gives an impression that there used to be an additional 
curtain on the stage also just before the audience. But the 
encyclopeadia contains a contradictory version that ‘The stage 
was open to the audience in front ’. 2 But this does not appear to 
be correct. 

That there used to be a curtain on the stage in front of the 
audience is confirmed by a description available m 

The play is being enacted. The king is eager to see 
Malavika. The curtain has not yet been drawn. The king himself 
says that his eyes are thirsty to see Malavika standing behind the 
curtain and the anxious eyes are eager to draw the curtain . 3 Here 
the king is spectator and Malavika is a dancer. This description 
justifies our conclusion that a curtain did exist at the stage in 
front of the audience as we find in the modem theatre too. 

However, there is a controversy about the number of 
curtains. There is no authentic version available as to the exact 
number of curtains. In ‘Bharata-Kosa’ the number of curtain is 
hinted out to be three or even more . 4 

According to this description this conclusion seems to be 
justified that the number of curtains were more than three-one in 
between the Rangaslrsa and the RangapZtha, two on the doors of 

1. The verses say that there should be a thick and beautiful curtain m front 
Behind it, there should be two very thin and beautiful curtains looking 
just like thin mist. The first curtain is the front ‘drop’ which is removed 
as soon as the show begins. Behind the mist-like curtain, the dancers 
perform the dance called lasya. 

p. 16. Article— theatre Architecture in Ancient India by Dr.V. 
Raghavan. 

2. Encyclopeadia of Religion and Ethica. Vol. IV. 



—Mrcch. II act — 1. p. 258. 

4. Bharata-Koga p. 514. 
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the green-room and one at the stage in front of the audience. 

In the context of the curtains it is also essential to consider 
whether the curtain is the contribution of the Indian theatre itself 
or that of the Greek theatre. This has been a point of debate 
among the Indian and western scholars. 

Among the scholars who do not believe in any Greek 
influence on Indian theatre. Dr. Keith in his ‘Sanskrit Drama’ 
has referred to the views of a number of scholars. According to 
him the word primarily is an adjective meaning Ionian, the 
Greeks with whom India first came into contact. But it was not 
confined to what was Greek in the strick sense of the word; it 
applies to anything connected with the Hellenized Persian 
Empire, Egypt, Syria, Bacteria, and it therefore can not be 
rigidly limited to what is Greek. As applied to the curtain it is an 
adjective, and describes doubtless the material of the curtain 
(Pati, apatl) as foreign, possibly as Levi suggests, Persian 
tapestry brought to India by Greek ships and merchants. The 
word Yavanika has no special application to the curtain of the 
theatre, as would be the case, if it were borrowed as a detail of 
stage arrangement from . Greece. Nor in fact was there any 
curtain in the case of Greek drama, so far as is known, from 
which it could be borrowed; Windisch’s contention merely was 
that the curtain was called Greek because it took the place of the 
painted scenery at the back of the Greek stage .’ 1 

In the same way Acharya Baldeva Upadhyaya also says that 
since the number of spectators was huge, the stage was erected 
at a higher plinth for their convenience and acting was done in 
the open. So there was no question of any curtain at the stage. 
When there was no curtain at the stage in the Greek theajre. 
There stood no question for the Indian to immitate the practice. 

Dr. Hemendra Nath Dass Gupta has also given a similar 
argument. Several other scholars also do not accept the curtain 
to be associated with the Greek influence. Prof. Bholanath 
Sharma goes to the extent of asserting that the word Yavanika 


1. A. B. Keith— The Sanskrit Drama p. 60-61. 
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indicates the cloth of the curtain. This cloth did not exist on the 
stage of the Greek-theatre and it is difficult to find out how such 
an idea cropped up in the minds of these thinkers . 1 

Dr. C.B. Gupta has referred to the views of Dr. Keith . 2 
According to Keith, a few Greek women functioned as body- 
guards of the kings. It is a farfetched notion to say on that basis 
that the word Yavanika has been derived from Greece. 

Dr. Mankad has supported the views of Dr. S.K. De with 
regard to Yavanika. Dr. De considers ‘YamanikS’ as more 
appropriate word in place of Yavanika. The word YamanikS 
carries the meaning £ a covering or a curtain ’. 3 

The above cited views of scholars produce an evidence to 
the fact that the word Yavanika was not drawn from the Greek 
theatre to the Indian theatre. This is the own contribution of the 
Indians themselves. However, it is difficult to assess the level of 
authenticity of this conclusion. 

Monier William translates Javanika or Yavanika as curtain. 
Side by side he has also indicated that the word draws its origin 
from Greece . 4 However, he gives no basis for such an 
assumption. This version at least gives an idea that Yavanika is 
somehow or the other definitely connected with Greece. The 
views of Mr. Weber, another supporter of Greek influence on 
Indian theatre, are available in the Encyclopeadia . 5 He interprets 
Yavanika as Greek-cloth. According to him perhaps this word 
indicates the cloth prepared by the Greeks. 

The view that Yavanika has nothing to do with the Greek 
stage because there existed no curtain in the Greek theatre seems 
to be misleading. 


1. Bholanath Sharma— Ndtyas'astra p. 54. Kanpur Publication. 

2. C. B. Gupta— Indian theatre p. 54. 

3. D. R. Mankad— Ancient Indian Theatre, p. 21. 

4. Javamkd (For Yavanikd ? Borrowed from the Greek). 

Monier Willium— A Sanskrit English Dictionary, p. 416. 

5. Encyclopaedia of Religion and Ethics, Vol. IV. 
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The Greek and the Roman theatres did have curtains and 
solid evidence to this fact is available. The Roman theatre is not 
different from the Greek. Curtain was certainly used on the 
Roman stage and it was known by the name of ‘Aulaeum ’. 1 
“Aulaeum was lowered at the beginning of the play, instead of 
being drawn up as with us, and it was not raised again until the 
end .” 2 Besides this there also used to be another curtain known 
as ‘Sparium’ which served the purpose of Drop-scene. 

The Latin Dictionary equates Aulaeum with the Greek word 
‘Aulaea’. In the same Latin Dictionary Aulaeum is also 
explained as ‘An Embroidered StufP, ‘a curtain’. Again in the 
Latin Dictionary the word Siparium is explained, besides as 
‘curtain’, as a ‘screen over the judges’ seats to keep off the 
sun .’ 3 

There are a number of evidences to prove that the Roman 
theatre had curtains. A reference to the curtain exists in the work 
entitled as ‘Theatre’ three thousand years of Drama. According 
to this work the Roman theatre had curtains which were let 
down when the play started and raised up when the action was 
done . 4 

A reference to those curtains were used in the beginning and 
the end of play 5 in Greece also occurs in the work titled as ‘The 
Theatre through the ages.’ 

This ‘Latin term’ ‘Aulaeum’ is borrowed from the Greek . 6 
In the Greek-drama we have references to representation of 
Gods and Goddesses seated in their chariots in the heaven. Such 


1. Oskar Seyffert— Dictionary of Classical Antiquities p. 33 

2. Ibid. p. 33. 

3. Lewis and Short— A Latin Dictionary Freund’s Latin Dictionary, p. 
1710. 

4. Sheldon Cheney— “The Theatre ” three thousand years of Drama, Acting 
and stagecraft p. 99-100. 

5. James Clever- ’The theatre through the ages, ’ p. 27. 

6. Donaldson— ‘Theatre of the Greek’, p. 323. 
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an arrangement was done on the stage on both the sides of the 
curtain behind the wall. Aeschylus also made such an 
arrangement . 1 

In Greek also the curtain has been referred to as ‘Aulaea’. 
‘The Greek-English-Lexicon’ interprets Aulaea as ‘curtain’ 
especially is used in the theatre . 2 

Then in the ‘Greek Theatre Production’, we find the Greek 
term ‘Parapetasma’ for the curtain . 3 Side by side, there is also a 
mention that skin was used for the curtain. In ‘Greek-English- 
Lexicon’, ‘Parapetasma’ carries the meaning of curtain in the 
context of the theatre. 

In the light of the above quoted evidence, it does not appear 
to be irrelevant to say that Yavanika has certainly been 
associated with the Greek theatre. Both the Greek and the 
Roman theatres made use of the curtain and the Latin term 
Aulaeum, Siparium were used and in Greek the curtain was 
known as Aulaea and sometimes Parapetasma. 

The word ‘Aulaeum’ gives an idea that it has the same 
meaning as the Sanskrit word ‘sra^r’. The word 3^*3 means 
‘to hang’ and curtains do hang. Kalidasa has used the word 
‘dMHH’ in the sense of ‘hanging’. Again the word ‘‘sftrcfra’ used 
for the curtain in Sanskrit dictionary seems to stand parallel to 
the Greek term ‘Parapetasma’, because 3 tfct is the prefix and mftt 
is the verb. Likewise ‘Pra’ is also a prefix. 

Similarity 

The position of the curtain in the Indian theatre as specified 
by Abhinavagupta is the same as it is in the Greek theatre. In the 
Greek theatre, the curtain was hung in between logeion and 
proscenium while according to Abhinavagupta its location was 
between the Rarigaplfha and the Rangasir?a. 


1. Donaldson— ‘ Theatre of the Greek’, p. 322. 

2. Greek-English-Lexicon, p. 276. 

3. T. B. L. Webster^- Greek Theatre Production, p. 20. 
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Difference 

Taking in account the views of others the only difference 
between the position of the curtains in the Greek and Indian 
theatres appears to be that in the case of the Indian theatre, there 
is also a curtain on the stage just in front of the audience and it is 
drawn when the actors enter the stage while m the Greek theatre 
the curtain just provided a back-ground. 

The aforesaid discussion proves that there existed a curtain 
in Greek theatre and thus the argument of those scholars who 
assert that the curtain is a known existence in Greek theatre is 
negative but it can not positively lead beyond to doubts the 
conclusion that Yavanika of Indian theatre is the result of Greek 
influence. 



CHAPTER - 5 

THE ANCIENT GREEK THEATRE 

Greek theatre has a long history. There is no authentic 
evidence as to what kind of a stage used to be. ‘Thespis’ might 
have been performed while winning the first Greek tragic 
contest in 534 B.C. with the beginning of classical period in 
Greek literature when the theatre took its formed shape. 

In the fifth century B.C. dramatic performance used to be 
presented in Athens, only on two annual occasions, both of 
which marked religious festivals. The more important festival, 
however, was the so-called Greater or City Dionysia, which was 
celebrated annually in March or April in honour of God, 
Dionysus. This occasion was devoted to the presentation of 
tragedies and some comedies were also produced. Large 
audience attended the festival to see the various performances. 
So these festivals took place of a theatre where the Aesyclus, 
Sophocles and Euripides staged their plays. 

As the rainfall was scarce in Greece. The early theatre was 
commenced to be without any roof. This fact led to the concept 
of an open-theatre. 

Open-air Theatre 

Vem O. Kundsen, and Cyril M. Harris have given an 
example of open-air theatre. 1 The same view about the open-air 
theatre is available in ‘The Reader’s Encyclopaedia of World 
Drama’. 2 According to that the earliest theatres probably 
consisted of no more than the concave slope of a hill rising 
above a level area, or orchestra, where the chorus danced and 
sang. There might have been seats, perhaps temporary, but the 
raised stage might not have appeared until the great age of 


1. Vem O. Kundsen, Cynl M. Harris— Acoustical Designing in 
Architecture ; p. 61. 

2. Gassner & Quinn- The Reader’s Encyclopeadia of World drama, p. 
372. 
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drama had passed. 

According to Vem O. Kundsen and Cyril M. Harris-‘The 
first Greek theatre was little more than a marked out place in a 
hollow at the base of a hill side. The spectators stood on the hill- 
side and watched the action, usually dancing, which took place 
on the cleared space or stage. Later this marked out space 
developed into a circular area called the orchestra, with banks of 
benches extending about two thirds of the way around it. A 
skene or platform behind the orchestra, a later addition, was 
originally only a place for utility, rest and recreation of the 
actors, all action occurred on the circular orchestra. The skene 
developed into the Logeion, which was gradually deepened and 
elevated to form the type of stage developed in Roman Theatre. 1 

The above cited views about the open-air theatre, it seems 
clear that in the earlier period the theatres of the Greek were 
quite open above and dramas were acted in day time, under the 
sky. 

John William Donaldson writes in his work that later this 
period, the building was commenced in the year 500 B.C. In the 
earlier days of the drama the theatre was of wood, but an 
incident having occurred at the representation of some plays of 
Aeschylus and Pratinas, the stone theatre was commenced in its 
stead. 2 

According to the ancient Greek authorities, earliest and 
ancient theatre of Dionysus at Athens was originally made of 
wood. This structure was later replaced by the one of stone, 
which still exists, though it has been reconstructed. See Fig. 21. 

A reference is available in the Encyclopaedia of Britanmca 
that ‘the first permanent stone-theatre in the world, the theatre of 


1. V.em O. Kundsen, Cyril M. Harris- Acoustical Designing in 
Architecture , p* 6L 

2. John William Donaldson- Theatre of the Greeks, p. 138. 
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Dionysus, was built in Athens on the South slope of the 
Acropolis by the politician Lycurgus in about 330 B.C.’ 1 

So as it seems, great changes occurred in the fifth century 
when the plays were presented in the theatre of Dionysus 
situated on the slope of Acropolis. 

The Greek theatre consisted of three main parts — 

(1) The Orchestra 

(2) The stage-building 

(3) And the Auditorium. 

1. Orchestra - (OpxrjcrTPa) 

In Greek theatre, the circle in which the chorus danced, was 
called the Orchestra which literally means “the dancing place”, 
deriving from the Greek verb Opxscrvou’ ‘to dance’. 2 

In ‘The New Theatre Handbook ’ a reference is available 
about the Orchestra to the fact that it was, at first, the only 
performing area, the stage being added only when the actors 
became distinct from the chorus. 3 

Dictionary of Classificial Antiquities made a description 
about it. According to that ‘the Orchestra was considerably 
below the level of the stage and was connected with it by means 
of steps, by which the chorus ascended on the rare occasions 
when the action of the play involved their presence on the stage. 
But as a general rule, the chorus remained in the Orchestra, at a 
lower level than the stage.’ 4 

T.B,L. Webster has given the dimension of the Orchestra. 
According to him, it was more than half of the 60 ft. diameter 
circle of the Orchestra. 5 


1. Encyclopaedia Britannica, Vol. 18.15th Edition p. 240-241. 

2. Whitney J. Oates and Eugene O’ Neill, JR. 

The Complete Greek Drama, p. XVI. 

3. Bernard Sobel— The New Theatre Handbook, p. 520. 

4. Oskar Seyffert— Dictionary of Classical Antiquities, p. 625. 

5. T. B. L. Webster- Greek Theatre Production, p. 5. 
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H.C. Baldry writes about its dimension that it was about 60 
ft. across. 1 

According to Frank M. Whiting an Orchestra-circle used to 
be about 90 feet in diameter. 2 

Phyllis Hartnoll has also given the dimension of the 
Orchestra of Athens theatres-Epidaurus and Megalopolis. 
According to him, the Orchestra was always a full circle, the 
diameter of which was in Athens 64 feet. 3 

Peter D. Amott has given an example about the theatre of 
Dionysus. He says “In the theatre of Dionysus the Orchestra was 
even made water tight to allow it to be flooded and used for 
battles between miniature ships.” 4 

Peter D. Amott has also written that the chorus was for the 
most part, confined to the Orchestra where there was room for 
the complicated dances. He also writes ‘the proper home for the 
chorus was the Orchestra; though they occasionally appeared in 
other parts of the theatre, they were never there for long.’ 5 See 
Fig. 27. 

On the basis of the above discussion it can be safely asserted 
that orchestra is the main part of the Greek theatre. It was a 
circular space in the Greek theatre on which the chorus 
performed their dances. This space was between the spectators 
and the raised stage. No definite claim can be asserted about its 
dimension in the absence of any authentic evidence, as it stands 
today. See Fig. 16. 

Thymele (Altar) (0up.eA.-rj) 

In the centre of the Orchestra was an altar of Dionysus, 
called the Thymele in the Greek theatre. On this the choral 


1 . H. C. Baldry— The Greek Tragic Theatre, p. 40. 

2. Frank M. Whiting— An Introduction to the Theatre, p. 177. 

3. Phyllis Hartnoll— The Oxford Companion to the Theatre, p. 337 

4. Peter D. Amott— An Introduction to the Greek Theatre, p. 36. 

5. Ibid p. 36,37. 
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dances had been held in the area round the altar. This will be 
discussed in this work at a later stage. 

Parodoi - (rtapaSot) 

The passage ways on either side (between the skene and 
auditorium) were called in Greek -Parodoi ‘irapaSoi’ and in 
Latin-Parodi; and were the spectator’s main access to the 
Auditorium before the plays began. These Parodi, were used not 
only by the spectators for entering and leaving the theatre, but 
also for the entrances and exits of actors and the chorus. 

H.C. Baldry writes in his work-“the actors come and go by 
the Parodoi at the sides of the dancing circle, and seem free to 
move anywhere between the skene and the front row of the 
audience as the action demands”. 1 

The term 'rcapoSos' (Parodos) interprets in the ‘Greek- 
English-Lexicon’ as- ‘first entrance of a chorus in the Orchestra, 
which was made from the side wings’ or ‘side entrance on the 
stage’. 2 

Peter D. Amott writes about it as follows “the space 
between either end and the scene-building was known as the 
‘Parodos’”. 3 

Thus it is clear that the chorus entered the Orchestra by 
means of Parodoi provided on both the sides of the stage and 
these Praodoi gave also access to the audience who came in by 
the Orchestra. See Fig. 16. 

2. Skene or Scene-building (cncr|t>T|) 

After discussing the first main part of Greek theatre- 
Orchestra. We come to the second main part skene or stage- 
building. Now the question is what was the need of skene and 
when it was realized? We find an answer to this in the work of 


1. H. C. Baldry— The Greek Tragic Theatre, p44. 

2. Henry George Liddell & Robert Scott— A Greek-English-Lexicon, p. 
1341. 

3. Peter D. Amott— An Introduction to the Greek-Theatre, p. 34. 
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Peter D. Amott. 

According to Peter D. Amott the actors-Chorus division 
created the need for any place where the actors could change 
their costumes. Probably this need was filled by a simple booth 
or tent erected at the boundary of the Orchestra. 1 

So it is clear that a tent or hut was erected at the edge of the 
Orchestra for actors to change their costume. Further a question 
is faced as to what was the shape and size of this skene? 

The Greek term ‘skene’ used for this tent, stands for Latin 
‘Scaena’, whence comes our word ‘Scene’. 

The term ‘cncr|or|’ is interpreted in the Greek-English- 
lexicon as a ‘tent or booth’, and ‘stage-building as background 
for plays’. 2 

G. M.A. Richter interprets the ‘Skene’ as a ‘Stage’. 3 John 
William Donaldson’s view also is the same as above. 4 

A reference is also available in the Encyclopaedia 
Britannica. According to that ‘the stage (Skene) was at that time 
not a raised platform but a low wooden barrier closing the back 
of the Orchestra, behind which the actors and chorus went for 
changes of mask and costume. 5 

Thus it is clear that the skene was a wooden structure. 
Probably in the last quarter of the fifth century, this temporary 
structure was replaced, in turn, by a permanent stone-building. 
See Fig. 16. 

H. C. Baldry has given its dimension. According to him ‘it 
would be over a hundred feet long, but probably it was not more 
than twelve feet deep’. 6 He also writes ancient writers on the 


1. Peter D. Amott— An Introduction to the Greek Theatre, p. 33. 

2. Henry George Liddell & Robert Scott— A Greek-English-Lexicon, p. 
1608. 

3. G. M. A. Richter— A Handbook of Greek Art, p. 36. 

4. John William Donaldson- Theatre of the Greeks, p. 140. 

5. Encyclopaedia Britannica, p240. 

6. H.C. Baldry— The Greek Tragic Theatre, p. 41. 
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Greek theatre assume that it had a stage some ten or twelve feet 
high’. 

T.B.L. Webster writes in his work ‘In the Periclean theatre, 
the total depth of the stage-building is at most 12 ft.’. 1 

On the basis of the above evidences, it can be assumed that 
the depth of the stage might have been 12 feet. 

At the later period, stage come to have two divisions. 
According to John William Donaldson — ‘the stage was cut 
breadth-wise into two divisions. The one in front, called 
Aoystov, was a narrow parallelogram projecting into the 
orchestra. This was generally the station of the actors when 
speaking, and therefore, was constructed of wood, the better to 
reverberate the voice’. 2 The Greek Aoyeiov was called Pulpitum 
in Latin. 

‘The part of the platform behind the Aoyeiov was called the 
n^ocTKT] viov, and was built of stone, in order to support the 
heavy scenery and decorations, which were there placed. The 
Proscenium was backed and flanked by lofty buildings of stone- 
work, representing externally a palace-like mansion and 
containing within with-drawing-rooms for the actors, and 
receptacles for the stage-machinery’. 3 

Further John William Donaldson writes about the dimension 
of Logeion and Proscenium. According to him the stage 
consisted of a parallelogram extending from side to side of the 
theatre, and having but little depth in comparison with this 
width. This was called the Logeum, or in Latin, Pulpitum and 
the middle of it was the usual place for the speaking persons. 
Behind this central part it went inwards in quadrangular form, 
but still with less depth than breadth. The space thus enclosed 
was called the Proscenium.’ 4 


1 . T. B. L. Webster— Greek Theatre Production, p. 9 

2. John William Donaldson— Theatre of the Greeks, p. 141. 

3. Ibid p. 141. 

4. John William Donaldson— Theatre of the Greeks, p. 320. 
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The Greek-English-Lexicon shows the word Logeion 
(Aoysiov) as ‘Speaking place’ in the theatre’. 1 And 
Encyclopaedia Britannica also corroborates it which mentions 
also the word ‘Proskenion’ from which “Proscenium” is 
derived. 2 

Thus we may conclude that in the earlier period, only the 
skene was constructed, where the chorus and actors changed 
their costumes. Thereafter at a later stage, the stage was divided 
into two parts. The first one was Logeion, where actors speak 
and the second portion was called Proscenium which 
represented the scenery and decorations and where the stage- 
machinery were placed. See Fig. 16. 

It has also been mentioned in Encyclopaedia Britannica that 
Logeum stood 10 or 12 feet above the Orchestra and was 
supported by a row of columns. 3 

According to Oskar Seyffert the height of Proscenium was 
ten or twelve feet. 4 

So it is clear that the actors used two levels of the stage at a 
height of ten or twelve feet from the Orchestra and its depth was 
less than the breadth. 

According to the Oskar Seyffert, skene was only the 
decorated wall at the back of the stage, and the same name was, 
however, given to the stage-building. 

From the above discussion it is amply clear that in the 
ancient period skene was a back wall, which was decorated and 
a later stage it was developed into the stage-building. Thereafter 
the stage was cut into two divisions. Logeion is the front side of 
the stage and Proscenium is the back portion of the Logeion. A 
reference is made about the stage that the Logeion is slightly 


1. Henry George Liddell & Robert Scott— A Greek-English-Lexicon, p. 
1055. - 

2. Encyclopaedia Britannica, p. 30. 

3. Encyclopaedia Britannica, Vol. 18. P.No.745. 

4. Oskar Seyffert— Dictionary of Classical Antiquities, p. 623. 
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raised than Proscenium. 

Phyllis Hartnoll indicates the advantage of low and high 
stage. A high stage’s advantage is that the actors and chorus 
mingle much too freely and low stage is probably descending 
into the Orchestra by steps. 1 
Paraskenia - ( Projecting Wings) (notpacncr|v) 

Perhaps at either end of the stage were two projecting wings, 
called in Greek ‘Paraskenia’. Evidently these were made of 
wood and at a later stage of stone. See Fig. 16. 

In the Greek-English-Lexicon ‘7tapacncr|v’ interprets as 
‘pitch one’s tent beside’. 2 
Doors 

The stage had three doors which served as additional 
entrances and exits for the actors. 

Phyllis Hartnoll writes ‘skene provided at least three 
entrances to the stage and orchestra, two others were given by 
passages between the Paraskenia and the Auditorium-passages 
which were used also by the audience.’ 3 

T.B.L. Webster writes his view about the doors that the New 
stage-building with wide central door and two narrow side-doors 
was completed by 425. He further writes that the side doors 
were used occasionally. 4 It is therefore, a concluded fact that 
there were usually three doors to the stage which gave access to 
the Orchestra. 

Stage-Machinery 

Lighting effects were naturally, impossible to be produced 
in an open-air theatres. To overcome this difficulty mechanical 
devices were came to be used in permanent stone-building in the 


1. Phyllis Hartnoll— The Oxford Companion to the Theatre, p. 337. 

2. Henry George Liddell & Robert Scott.— A Greek-English- 
Lexicon, pi 324. 

3. Phyllis Hartnoll— The Oxford Companion to the Theatre, p. 337. 

4. T. B. L. Webster— Greek Theatre Production, p. 9,10. 
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5th Century B.C. Three major devices namely-the Ekkyklema, 
the Periaktos and the Mechane, were invented in that period. 

1. Ekkyklema - (Eiaaj/KXejia) 

As interior scenes were practically impossible to represent a 
mechanical device, called the Ekkyklema was developed. It was 
a square or round-shaped rolling platform which was pulled out 
through the stage-door in the middle of the skene to reveal to the 
audience, the results of events going on inside the house. The 
purpose was to show the happenings inside the house by 
bringing the interior out before the eyes of the spectators. 

T.B.L. Webster writes that ‘wheeled platform 10 ft. wide by 
6 ft. deep could have been used in the practicable door’. 1 

2. Perioaktoi (riepiaKToi) 

The second device was the Periaktoi. It was a prism-shaped 
unit with different scenes or decorations pointed on its three 
faces each of which could be revolved on its axis for changing 
the scene of the stage. 

3. Mechane: (Mrixavt]) 

The third device commonly used, was the Mechane. This 
was like a crane or derrick used primarily for raising and 
lowering the Gods and heroes. 

Another device was the Hemikyklion, a semi-circular object 
of canvas depicting a distant city. Stropheion-a revolving 
machine used to show heroes in heaven or battles at sea, was yet 
another machine. 

Theologeion- (0 soXoy-siov) 

A high platform above the Logeion or flat roof of the skene, 
where Gods made their appearance in the Greek theatre was 
called the Theologeion (0 sokoy-siov). 

Peter D. Amott has taken the Theologeion as the third acting 
area. According to him- ‘A third acting area was the roof of the 
scene-building. This provided, an upper storey which could 


1 . T. B. L. Webster— Greek Theatre Production, p. 9. 
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conveniently represent the heaven, in which Gods and 
Goddesses appeared.’ 1 
Curtain-iauXaia) Aulaea- 

Curtain was used in the Greek theatre T.B.L. Webster writes 
that the vase-painting gives us a picture of the fifth-century 
curtain in Athens. It used to be located by the side of the stage to 
isolate the area in which the comic persons danced. 2 It has 
already been discussed in the preceding chapter. See Fig. 25. 

3. Auditorium 

Thir d main part of Greek theatre was Auditorium. The 
Auditorium was exceedingly spacious and shaped semi-circular 
with tiers of seats rising one above the other. 

The existence of pretty big theatres with capacity to seat as 
many as 17,000 persons have been referred to in ‘The Complete 
Greek Drama’ which given a description of Dionysus Theatre 
located in Athens at the slope of Acropolis. 3 See Fig. 21 . 

Peter D. Amott has mentioned in his work that the theatre at 
Epidauros held an audience of 14,000 in ancient times. 4 
Encyclopaedia Britannica also mentions that 10,000 to 20,000 
people could be accommodated in the Auditorium. 5 See Fig. 20. 

A reference about the Auditorium is available in ‘The 
American Peoples Encyclopaedia’. According to that ‘In the 
Auditorium were more than 100 rows in the centre of the theatre 
at Athens-divided vertically and in many cases horizontally also, 
by passages for the sake of access. The lowest row of seats at 
Athens was of. marble and was reserved for persons of 


1. Peter D. Amott— An Introduction to the Greek Theatre p. 37. 

2. T. B. L. Webster— Greek Theatre Production, p. 20. 

3. Whitney J. Oates and Eugene O’ Neill, J.R.— The Complete 
Greek Drama, p. XVI. 

4. Peter D. Amott— An Introduction to the Greek Theatre p. 34. 

5. Encyclopaedia Britannica, Vol.18. 15th Edition, p. 220. 
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distinction, chiefly the priests, the rest of ordinary stone, about 
27,500 people could be accommodated. 1 

A reference of Dionysus Theatre occurs in ‘A Handbook of 
Greek Art’. According to that ‘Behind the orchestra rose the 
Auditorium in shape a little more than a semi-circle. It was 
divided by an ambulatory (diazoma) into two storeys and by 
radiating stairways into wedge-shaped sectors (Kerkides), 
twelve in the lower storey, and about twice that number in the 
upper. All the seats were of stone’. 2 

Giseia M.A. Richter has given also the dimension of the 
Auditorium’s seats. ‘The width of each seat was 2 feet 5 1/4 
inches, the height varied from 13 inches in the lower storey to 
17 inches in the upper’. 3 

Whitney J. Oates and Eugene O’Neill have mentioned of 
Diamona which divided the lower and the upper parts of the 
theatre’. 4 

On the basis of the above cited views it can be safely 
concluded that the Auditorium was semi-circular in shape and 
the seats were arranged in stair-form. The Auditorium was 
divided by Diazoma into the upper and lower parts. The 
arranged seats were separated by passages in sections, which 
were called Kerkis. These Kerkis ran from the top tier to the 
bottom and also from side to side, allowing the audience to 
assemble and disperse with ease. See Fig. 16. 


1. The American Peoples Encyclopaedia, p. 745. Vol8. 

2. Giseia M.A. Richter— A Handbook of Greek Art, p. 36. 

3. Giseia M.A.Richter— A Handbook of Greek Art, p. 36. 

4. Whitney J. Oates and Eugene O’ Neill— The Complete Greek Drama, p. 
XVI. 



CHAPTER - 6 


STAGE-MACHINERY 

1. Periaktoi- (7iepiaKxoi) 

As stated in the bygone chapter, Greek theatre used some 
mechanical devices. There was a permanent appliance by which 
scenery could be changed and it was known by the name 
‘Periaktoi’. There is, however, no evidence that it was known in 
the great age of Athenian drama. It probably belonged to a later 
period. Periaktoi are constructed of three flats put together to 
form a wooden triangular prism standing on their ends and 
revolving m sockets. Each of their three sides were painted to 
indicate different localities, each could be revolved on its axis. 
A twist given to either marked a change of place, the change of 
one Periactus meant a change of locality within the same region, 
while the alteration of both meant a complete change of district. 

A reference to the Periaktoi is made in the ‘Dictionary of 
Classical Antiquities’. In this book according to Pollux and 
Vitruvius-“The Penaktus to the right of the audience represented 
views in the immediate neighbourhood of the city where the 
scene of the action is laid. The Periaktos to the left represented a 
more distant country. In correspondence with this, the entrance 
to the right of the audience was reserved for actors coming from 
the immediate neighbourhood; while that of the left was for 
those who came from a distance ”. 1 

Greek-English-Lexicon interprets ‘7tspia.K-coi’ (Periaktoi) as 
a “machines for changing the scene on the stage ”. 2 

There are a number of evidences to prove that the Greek and 
Roman theatres had used Periaktoi . 3 


1 . Oskar Seyffert— Dictionary of Classical Antiquities, p. 626. 

2. Henry George Liddell & Robert Scott — A Greek-English-Lexicon, p. 
1368. 

3. A. Oscar G. Brocket— The Theatre an introduction, p. 60. 



95 


A reference to the Periaktoi is made in the ‘Greek Theatre 
Production’. According to that “the Periaktoi were triangular in 
section and each had therefore three different fronts which could 
be shown to the audience but no revolving platform. They were 
used to indicate, change of place but also in connection with the 
thunder and lighting and to announce the appearance of a God”. 1 

The Word Theatre Encyclopaedia quotes that ‘Periaktos 
movable scenic device used on the Roman theatre from about 79 
B.C.’ 2 and according to the ‘Oxford Companion to the Theatre’ 
Periaktoi were made of wood. 3 

Thus it is clear that the mechanical devices Periaktos were 
used in the Greek and Roman theatres for changing the scene of 
the stage. See Fig. 17. 

2. Ekkyklema- (sKKvyicA,rija.a) 

Another stage device used in the ancient Greek and Roman 
theatre was known as the Ekkyklema, ‘something rolled out’. 
The ‘Greek-English- Lexicon interprets the term ‘8KKv^KX.-t|jj.a’, 
as ‘theatrical machine, used to display an interior’. 4 

In ‘The New Theatre Handbook’ Ekkyklema is explained 
as-a semi-circular revolving platform, the purpose of which was 
to provide an interior scene. 5 

According to Pollux quoted by Prof. Gilbert Norwood in the 
footnotes of his work ‘the Ekkyclema is a lofty stand raised 
upon timbers and carrying a chair’. 6 


B. Bernard Sobel— The New Theatre Handbook, p. 533. 

C. Gilbert Norwood— Greek Tragedy, p 63. 

D. Encyclopaedia of Britanmca, Voi.18 p. 220. 

1 T. B. L. Webster- Greek Theatre Production p. 27. 

2. Thames and Hudson— Encyclopaedia of World Theatre, p. 212. 

3. Phyllis Hartnoll— The Oxford Companion to the Theatre, p. 491. 

4. Henry George Liddell & Robert Scott— A Greek-English-Lexicon, p.. 
511 

5. Bernard Sobel— The New Theatre Handbook, p. 270. 

6. Gilbert Norwood— Greek Tragedy, p. 67. 
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‘Illustrated Encyclopaedia of World Theatre’ interprets the 
Ekkyklema as a stage-cart in the Greek theatre. 1 As to the 
purpose of the Ekkyklema, although exactly unknown yet 
scholars have tried to explain. In a dramatic performance 
sometimes it might be difficult to represent the death on the 
stage which the situation essentially demanded. This was 
conceived to be conveyed to the audience by showing the dead 
body. What exactly happened inside could not be practically 
shown before the eyes of the spectators. In such cases, the death 
was reported through a messenger and the body revealed on a 
platform pushed out through the skene-doors. 

Now the question arises what was the shape of the 
Ekkyklema? We find a reference in this context in 
‘Encyclopaedia of Britannica’. According to that these wheeled 
platforms were usually round, although recent archaeological 
evidence suggests that some may have been square. 2 

Thus we can conclude that Ekkyklema was a square or 
round shaped wheeled platform and was pulled out, through the 
stage-door in the middle of the skene, to reveal to the audience 
the results of events inside the house. See Fig. 18. 

Prof. Peter D. Amott also writes that fifth century dramatists 
used it frequently. He has quoted many examples of its use, as in 
the Ajax of Sophocles, Achamians of Aristophanes. 3 Prof. 
Gilbert gives an example from Agamennon of Aeschylus in his 
work. 4 

3. Mechane - (p.TjxavTi) 

Another mechanical device was the Mechane. This was like 
a crane by which actors descended or ascended. There is no 
clear evidence when it was first used. It came into use probably 


1. Thames and Hudson— Illustrated Encyclopaedia of world Theatre, p. 
15. 

2. Encyclopaedia Britannica, Vol.17. p. 531. 

3. Peter D. Amott— An Introduction to the Greek Theatre, p. 42,43. 

4. Gilbert Norwood— Greek Tragedy, p. 66. 
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in the early tragedy and comedy in the fifth century. Prof. John 
William Donaldson writes in his work that it was much used 
even by Aeschylus. He also quotes an example . 1 

Prof. Gilbert Norwood writes about the Machane in his 
work: “Machane was a crane from which cords were attached to 
the actor’s body; a stage-hand hauled the actors up or down by a 
winch ”. 2 

In the ‘Greek-English-Lexicon’ the word Mechane 
interprets as “Theatrical Machine by which Gods etc. were made 
to appear in the air ”. 3 

Oscar G. Brockett 4 , Peter D. Amott 5 , and others wrote about 
it that is was a general observation that when a tragic plot 
become too complicated, to resolve its difficult dramatic 
situations, all dramatists had to introduce a ‘Latin phrase 
“deusex machina” (God from the machine) to express it. 

Donaldson writes that the Machine (Crane) by mean of 
which Gods were to appear aloft in air, or men to ascend 
towards heaven, was attached above behind the walls on either 
side of the screen, and thus withdrawn from the eye of the 
spectator . 6 

It suggests that the device was used to show actors as 
climbing up to the heaven and down to the earth, acting as Gods 
and Goddesses sitting in their chariot or otherwise. So it is clear 
that the machine by means of which these characters may 


1. “In Prometheus he not only introduces oceanus riding on a griffin 
through the air, but also the whole chorus of the oceanides, consisting of 
fifteen person at least in a winged chariot.” 

—quoted by John William Donaldson, Theatre of the Greeks, p.322. 

2. Gilbert Norwood— Greek Tragedy, p. 65. 

3. Henry George Liddell & Robert Scott— A Greek-English-Lexicon p. 
1131. 

4. Oscar G. Brockett— The Theatre an introduction, p. 60. 

5. Peter D. Amott— An Introduction to the Greek Theatre, p. 43. 

6. John William Donaldson— Theatre of the Greeks, p. 322. 
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descend to the orchestra-level or be lifted up from the orchestra 
to the roof of the stage house, was called machane. See Fig 19. 

Thus, it seems appropriate to assert that these mechanical 
devices were used by the fifth century dramatists Eunpidies, 
Aeschylus and Aristophanes. 

In this context of mechanical devices a reference is available 
in the Encyclopaedia of Bntannica which points out that 
machines were added in the Hellenistic period, by which time 
the theatre had almost completely lost its religious base. Among 
these machines was the Hemikyklion, a semi-circle of canvas 
depicting a distant city and a stropheion, a revolving machine, 
used to show heroes in heaven or battles at sea. 1 


Comparison 


Difference 

As stated before these mechanical devices were used in the 
Greek theatre to represent such scenes which could not be 
practically shown to the spectators in their realistic from on the 
stage. For example, the descent or ascent of a God. But there is 
no evidence that such Mechanical devices were used in the 
Indian theatre. It is possible that, according to the requirement of 
the plot, the different portions of the Indian stage were used for 
representing different scenes, e g. to show the abode of Yaksa or 
Kubera on the ‘Kailasa Parvata’ and of Apsaras on the ‘Hemkut 
Parvata’, so for this purpose divisions of the stage could have 
been made. This division of the stage was called ‘ Kaksya - 
Vibhaga’. It was imaginary in nature and generally the different 
portions indicated the various places and countries on the stage 
as the plot require. These different portions were divided in a 
way that when an actor moved from one portion to the other, it 
represented his movement from one place or country to the 
other. 


1. Encyclopaedia ofBritannica, Vol. 17. P.531. 
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Thus we see that there is a great difference between the 
ancient Greek and Indian theatres in representing the scene on 
the stage. In the Greek theatre mechanical devices were used for 
the presentation of the scenes on the stage while Indian theatre 
made no use of such mechanical devices. Though Bharata and 
Abhinavagupta have suggested a device for presentation of 
scene on the stage, called ‘ Kaksya-vibhaga'. 

When a character was to be shown descending from a 
‘Vimana’ or a chariot in any scene in a Sanskrit drama, the 
current act of the drama was ended and in the beginning of the 
next act that actor was shown descending or ascending as the 
case might be as in the sixth and seventh act of the ‘Abhijnana- 
Sakuntalerri’ } 

Similarity 

In the Sanskrit dramas scenes of battles, murder etc. were 
not to be shown on the stage. So such incidents were to be 
announced through the actor’s conversation. As-In the fifth act 
of ‘Uttara-Ramcharitam ’ 1 2 war between Love and Chandraketu, 
was announced by the statement of Vidyadhara and his spouse. 
This technique is called Viskambhaka. Similarly in Greek 
theatre also such happenings were only reported and not shown 
as in the Ajax of Sophocles. 

Thymele (. Altar) (OupsX— r|) 

This is the name given to a surface on which sacrifice is 
offered. But n the Greek theatre altar has its own significance 
and importance. It stands in the centre of the orchestra in a 
Greek theatre and is called the Thymele. 

The word ‘Thymele’ is explained in the ‘New Theatre 
Handbook’ as an ‘Altar erected in the centre of the Orchestra of 
the ancient Greek theatre, in honour of Dionysus , 3 and in the 


1. Dr. Nirupan Vidyalankar— Abhijnanas'akuntalam, p. 258, 260. Sahitya 
Bhandar Meerut. 4th Ed. 74. 

2. Shri Janardan Shastri Pande— Uttararamcharit, p. 452. 

3. Bernard Sobel— The New Theatre Handbook, p. 676. 
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Greek-English-Lexicon’ as ‘the Altar of Dionysus which stood 
in the orchestra of the theatre ’. 1 

The ‘World Theatre Encyclopaedia’ has used the Latin 
term-Lat. ‘altaara’ for altar, which means a raised fire place, 
place for worship and sacrifice . 2 In this work a reference is 
available about the Thymele-“In the Greek theatre the altar 
(Thymele), sacred to Dionysus, stood in the middle of the 
orchestra or dancing area, subsequently at the periphery. The 
Greek drama preceded a sacrifice, indicating the religious nature 
of the performance ”. 3 

As in the Greek-English-Lexicon quoted before, ‘Dictionary 
of Classical Antiquities’ also explained this word ‘the altar of 
Dionysus which stood in the centre of the orchestra in the 
Greek-theatre ’. 4 

John William Donaldson had thrown some light upon the 
position and purpose of the Thymele. According to him-Tn front 
of the Orchestra, over against the middle of the stage, stood an 
altar-like elevation with steps, and rising as high as the stage, 
called the Thymele. On this the chorus grouped itself when not 
singing, but participating in the action. The choragus on such 
occasions placed himself on the floor of the Thymele, the better 
to see what was passing on the stage, and to speak with persons 
there present ’. 5 

Again he writes about the position of the Thymele. 
According to him, ‘the Thymele lay exactly in the centre of the 
whole building ’. 6 

Augustus William Schlegel writes about the height of the 


1. Henry George Liddell & Robert Scott- A Greek-English-Lexicon p 

809. 1 

2. Thames and Hudson— Encyclopaedia of World Theatre, p. 14 

3. Ibid. 

4. Oskar Seyffert- Dictidnary of Classical Antiquities, p. 636. 

5. John William Donaldson- Theatre of the Greeks, p. 323. 

6. Ibid p. 323. 
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altar. According to h ; ra an altar used to be as high as the stage. 1 

Peter D. Amott has also propounded his views about the 
altar as he states “The most important feature of many plays in 
an altar around which characters sit in supplication, or to which 
they fly for protection. This was probably not the central altar in 
the orchestra, which was the cult-altar of Dionysus and 
associated with the religious side of the festival. 2 

Here he has relied upon the views of ancient authority in his 
work. According to him- ‘One ancient authority states that the 
stage ‘property’ altar was a permanent fixture before the central 
door of the skene’. 3 

The above cited views about the Thymele reveal that in the 
centre of the orchestra was an altar for Dionysus, called the 
Thymele in the Greek theatre. On this the choral dances used to 
be held in the area round the altar. The above discussion also 
makes it amply clear that the altar should be as high as the stage. 
So it can be safely said that altar and stage should have the same 
level. See Fig. 27. 

Donaldson writing about the shape of the altar says-“In the 
middle of this open flat stood a small platform, square and 
slightly elevated celled, (GofisA/q) which saved both, as an altar 
for the sacrifices, that preceded the exhibition and as the central 
point, to which the choral movements were all referred’. 4 

From the above cited views of the different scholars it is 
established beyond doubts that a square shape altar was 
constructed in the middle of the orchestra, in honour of 
Dionysus in the ancient Greek theatre as high as the stage. See 
Fig. 16. 


1. Augustus William Schlegel— Dramatic Art & Literature , p. 58. 

2. Peter D. Amott— An Introduction to the Greek Theatre p. 41. 

3. Ibid p. 41. 

4. John William Donaldson— Theatre of the Greeks, p. 140. 
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Peter D. Amott 1 and John William Donaldson 2 have 
mentioned in their work that the Thymele sometimes was made 
to represent a tomb As in Persians and Choephoroi of 
Aeschylus tombs have been represented by the stage-altar. 

Comparison 


Difference 

The first difference between the position of the altar by the 
term ‘Thymele’ in the Greek theatre and ‘ Vedika ’ in the Indian 
theatre is that the former was erected in the centre of the 
orchestra while the later was constructed on either sides of the 
Rangapltha. 

The second difference is that of its number-one in Greek 
theatre while two in the Indian theatre. 

Similarity 

The shape of the altar in the Indian theatre, as specified by 
Bharata and Abhinavagupta, is similar to that of the Greek 
theatre, both being square. 

In both the cases the height of the altar was at par with the 
stage. 

Theologeion (0soA.oy-stov) 

There used to be some complicated stage-machinery called 
Theologeion in the upper storey of the Greek-theatre to show the 
appearance of the Gods. 

Theologeion is interpreted in the ‘Greek-English-Lexicon’ 
as- “A place above the stage where Gods appeared ”. 3 Similarly 
‘World-theatre-Encyclopaedia’ interprets the Theologeion as the 
‘Stage of the Gods ’. 4 


1. Peter D. Amott— An Introduction to the Greek Theatre, p. 41. 

2. John William Donaldson— Theatre of the Greeks, p. 140. 

3. Henry George Liddell & Robert scott— A Greek-English-Lexicon, p. 
790. 

4. Thames and Hudson— Encyclopaedia of World Theatre, p. 268. 
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H.C. Baldry has given Pollux’s view about the Theologeion 
as-“above the skene-a place from which Gods speak ”. 1 H.C. 
Baldry argues that from some of the plays of Aeschylus and 
Euripides clears that such a higher level was required and it was 
provided by the flat roof of the wooden structure itself, 
presumably reached by stairs inside the building in the fifth 
century . 2 

John William Donaldson propounded his views about the 
Theologeion in his work. According to him ‘there was 
GsoA-oysiov, a platform surrounded and concealed by clouds, 
where Gods or heroes to be seen passing through the void of the 
sky ’. 3 

The word Theologeion is also explained in ‘The New 
Theatre Handbook’ as in the Greek-theatre, a platform above the 
Logeion where actors usually appeared; the Theologion was 
used by actors portraying Gods . 4 

J.P. Mahaffy interprets the Theologeion as the ‘God’s 
stage’. He also writes about it that it seems, this machinery had 
been hidden by a large curtain hung from above . 5 

T.B.L. Webster has given an example for using the 
Theologeion. He called it the “High platform”. He writes- ‘This 
high platform may also have been used by the chorus of the 
Prometheus Vinctus during their first scene when they enter in a 
winged car or cars; this is perhaps the least unsatisfactory of the 
many interpretations that have been given; the only certainty is 
that the chorus do not, when they enter, take their normal place 
in the orchestra; they only appear there after the departure of 


1. H. C. Baldry— The Greek Tragic Theatre p. 42. 

2. Ibid p. 42. 

3. John William Donaldson— Theatre of the Greeks, p. 143. 

4. Bernard Sobel— The New Theatre Handbook, p. 671-672. 

5. J.P. Mahaffy— Greek Classical Literature, Vol.I, Part II (Dramatic 
poets) p. 18. 
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Okeanos ’. 1 

Thereafter he has given another example that this may be 
the same high platform as is used by the Watchman in the 
Agamenon . 2 

After determining the position of Theologeion according the 
views of different scholars. We now look into its the purpose it 
was meant for? And as T.B.L. Webster states the chief 
advantage was, that the actors could be seen and heard better on 
this high stage . 3 

In view of aforesaid comments it can be reasonably 
concluded that a platform above the Logeion or flat roof of the 
skene, where Gods made their appearance in the Greek theatre, 
was called Theologeion, its main purpose was that the actors 
could be seen and heard easily. 

Though the Indian theatre also had been double storeyed, 
(HfjPO there was no such type of platform. 


1. T.B.L. Webster— Greek Theatre Production p. 12. 

2. Ibid. p. 12. 

3. Ibid. p. 21. 



CHAPTER - 7 

Conclusion 

The discussions in the foregoing pages lead us to point out 
clearly many points of parity and disparity between the Greek 
and Indian Theatres- which may directly be put down as follows: 
Similarities: 

1. The Source of Origin 

The source of origin of both these theaters was religion. In 
India the theatre originated in the form of festivals and rit uals 
undergone on the occasion of religious festival of 
celebrated to hale the victory of god 5 Indra ’ on Asuras, as is 
indicated by Bharata in his Natyas'astra . 2 

In Greece also the theatre has as it origin the religious 
festival of Dionysus, used to be celebrated annually m the month 
of March or April in honour of the God Dionysus. 

2. Open-air theatre 

The dramas were staged in the open place in both Greece 
and India m the ancient time. 

In the earlier period the Greek theatres were quite open 
above and dramas were acted in day time, under the sky. 

Similarly in India also the plays were acted in the open 
places as Bharata indicated in his work . 3 

3. Stage 

Stage was divided into two parts, in Greek and Indian 


1 . Babulal Shukla Shastri has mentioned in his work that ‘Indradhavja’ 

festival was celebrated m 1 ’ in honour of the victory of 

‘ Indra’. p. 15 Natyasdstra - Chokhambha Edition. 

2. Natyas'dstra 1- 53-54. Chokhambha Edition. 

3. 3T*r 41«SlH4l»l 1 itasi'jlPra&tl 1 


—Ndtyasustra, 14-63, Chokhambha Edition. 
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theatres. At the later period Greek stage come to have two 
divisions. The first part of the Greek stage was called Logeion, 
where actors speak. The second and back portion of the Greek 
stage was proscenium, which representing the scenery and 
where the stage-machinery were placed. 

The Indian stage also was divided into two portions- 
Rahgapltha and Rangas'lrsa. The Rangapltha was the main and 
the front portion meant for the actors to play their roles while 
the Rangasirsa the back portion was utilised by the singers and 
musicians to sit and relax 

4. Projecting-Wings 

In both the theatres two projecting wings were constructed 
at position is common to both. In Greek theatre these were 
called ‘Paraskenia’ and were constructed on either end of the 
stage. Similarly in Indian theatre also the projecting wings, 
called as Mattavaranis, were erected on both the sides of the 
stage. 

5. Altar 

Another similarity is found in the shape of the Vedika 
(altar)-in the Indian theatre and the ‘Thymela’ in the Greek 
theatre, both shaped as square and having the same level as 
those of the stage. See Fig. 13, 16. 

6. Curtain 

The position of the curtain in the Indian theatre as specified 
by Abhinavagupta is the same as it is in the Greek theatre. 
Abhinavagupta has located the curtain in between the Rahgaplt 
ha and the Rangasirsa In the Greek theatre also the curtain was 
hung between the Logeion and Proscenium. 1 2 

7. Auditorium 

The auditorium was constructed in the stair-form in both the 
Greek and Indian theatres. In Indian theatre, as Bharata 


1 . Abhinava-bharatl, p. 506. B.H.U.P. Varanasi. 

2. John William Donaldson— Theatre of the Greeks p. 145. 
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indicates, the auditorium was constructed of wood or bricks and 
had the shape of a stair-case, was to be occupied by the 
audience. The seats were arranged successively at a height of 
one hasta from the floor so that the stage might be perfectly 
visible to the audience. 

In the Greek theatre also the auditorium was constructed in 
the same fashion and all the seats of the auditorium were placed 
in rows which themselves were arranged in manner that each 
back ro v stood higher to its frontal one. The seats were made of 
wood or stone in Greek as well as in Indian theatre. 

Dissimilarities 

Beyond these similarities many dissimilarities also are 
perceptible in matter of their construction. 

In Greek theatre, the altar called thymele, was erected in the 
middle of the centre, stipulated for orchestra or dancing place 
while in case of Indian theatre the altars, called Vedika, were 
constructed on both the sides of Rangapltha. 

The second difference is that of the number of the altars. In 
Greek theatre there was only one while in Indian theatre two 
altars used to be erected. 

Then there is another dissimilarity which pertains to the 
curtain. In Indian theatre, there was only one curtain on the stage 
just in front of the audience and used to be drawn when the 
actors entered the stage while in the Greek theatre the curtain 
served as back-ground. 

Then we come across yet other dissimilarity existing in the 
form of the shapes of the auditorium in both the cases. The 
Greek auditorium was in semi=-circular in shape and was 
divided into two portions by means of Diazoma-upper and lower 
part, while the Indian auditorium was in square-form in the 
Vikrsfa, rectangular in caturasra and triangular in the Trysara 
theatre. 

The Greek theatre had developed some mechanical devices 
to represent such scenes as could not be practically shown to the 
spectators in their realistic form while Indian theatre made no 
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use of such mechanical devices. 

There was still another dissimilarity with regard to use or 
non-use of mechanical devices. 

The controversial point as to whether Indian theatre was 
infl uenced in any way by the Greek theatre or not. 

The scholars who accept the theory of Greek influence on 
Indian theatre, like Weber; Levy and other scholars who has 
given the interpretation in favour of Greek influence. They have 
taken a point of Yavanika to prove the Greek influence on Indian 
theatre. 

Other scholars who do not believe in any Greek influence on 
Indian theatre; Dr. Keith, Dr. Pischel, Dr. Windish, Prof. Baldev 
Uppadhyay, Dr. Hemendra Nath Dass Gupta, have given the 
interpretations against Greek influence. 

In support of the above Greek influence we got some recent 
matter on this topic in ‘The Hindustan Times’ daily. Prof. M.L. 
Varad Pande writes in his article that a Greek-play was staged in 
Alexander’s Military Camp on the bank of the Jhelum. He also 
points out that now scholars have actually found out, which play 
was enacted in the Alexander’s Military Camp in Punjab in the 
year 326 B.C., was ‘Agen’. 

Prof. M.L. Varad Pande has also given a photograph of an 
Amphi-theatre with a pronounced Graeco-Roman influence 
excavated at Nagarjunakonda iu Andhra Pradesh. 1 

Mr. R.K. Yajnik has quoted that Dr. Bloch unearthed an 
ancient theatrical stage m a cave in Ramagarh and proved it to 
be 2,300 years old. 2 Prof. Amulya Charan Bidyabhtishan has 
mentioned the full details about the Sitabengara cave in 
Ramagarh in his article. 3 


L M.L. Varad-Pande— Greek Theatre in Ancient India in ‘The Hindustan 
Times’ p. 5, dated 11th October, 1981. 

2. R.K. Yajnik— The Indian Theatre , p. 14. Foot-note. 

3. Amulya Charan Bidyabhusan— The Dance Theatre at Ramagarh . This 
article is in The Theatre of the Hindus by H.H. Wilson, p, 219-224. 
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In seems that no specific factor is available in the context of 
Greek influence but it can be safely asserted that some sort of 
Greek influence found its place in the Indian theatre because the 
photographs and monuments of Greek theatre of 4th or 5the 
Century B.C. are available, while no such ancient photographs 
of Indian theatre exist and the similarities, dissimilarities 
previously discussed herein are difficult to be asserted for 
otherwise. 
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Fig. No. 1. According to Dr. D R Mankad— It is a 

Rectangular Theatre. Its measurement given by 
him are shown in this figure. 

M= MattavaranI 
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Fig. No. 2. According to Dr. D.R. Mankad— It is a Square 
Theatre and its measurement given by him are 
shown in this figure . 

R.P. = Rangapltha 
M= Mattavaranl 
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Fig. No. 3. According to Dr. D R. Mankad— It is a 

Rectangular Theatre and its measurement given 
by him are shown in this figure. 

R.S. = Rangaslrta 
R.P.= Rangapltha 
N= Napathyagrha 




Fig. No. 4. According to Dr. C.B. Gupta— It is a Vikrsta 
Natyagrha. Its measurement and Directions are 
shown in this figure. 



Fig. 4 
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Fig. No. 5. According to Dr. C.B. Gupta— It is a Caturasra 
Natyagrha. Its measurement and Directions, 
Pillars and Doors are shown in this figure. 



Fig. 5 





Fig. No. 6. According to Dr. C.B Gupta— It is a Tryasra 
Natyagrha and its measurement and Directions, 
Pillars and Doors are shown in this figure. 
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Fig. No 7. According to Prof D Subba Rao— It is the 
Pland of Rectangular Theatre 
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Fig. No. 8. According to Prof. D- Subba Rao It is the 
Plan of Squars Theatre. 4 main pillar and 24 
other pillars, as pointed out by Bharata and 
Abhinavagupta are shown by him in this figure. 
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Fig. 8 

Plan of Square Theater 
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Fig. No. 9. According to Prof. D. Subba Rao— It is the 
Plan of Triangular Theatre. 4 main pillar and 24 
other pillars, and Doors are also shown by him 
in this figure. 

Dl= First Door 
D2= Second Door 




Fig. No. 10. According to Prof. D. Subbc. Rao Position of 
Mattavarani are shown in this figure. 
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Fig. No. 11. According to Prof Man Mohan Ghos— This 

figure shows three tyhpes of theatre, in this 
figure. 

A — shows Vikrsta Mandapa. 

B — shows Caturasra Mandapa. 

C — shows Tryasra Mandapa. 
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Fig. 11 
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Fig. No. 12. According to the measurement of Bharata and 
Abhinavagupta— This figure shows the Vikrsta 

Theatre 

K= Ksatriyas Stambha 
V = Vaisya Stambha 
B= Brahmana 
S = Sudra Stambha 
D= Door 







Fig. No. 13. According to the measurement of Bharata and 
Abhinavagupta— This figure shows the 

Caturasra Theatre. 

M = MattavaranI 
D— Door 

□ O A = Pillars 









This figure shows the Trayara Theatre on the 
lines of Caturasra Theatre and its measurement 
32 Hastas. 

This figure shows the Tryasra Theatre on the 
lines of Vikrsta Theatre its measurement 64 
Hastas. 

N = Nepathyagrha. 

R.S = Rangasirsa. 

RP = RangapTtha 
M = MattavaranI 
H= Hasta 
D = Door 

K= Kstriya Stambha 
V = Vaisya Stambha 
B= Brahmana Stambha 
S = Sudra Stambha. 












Fig. No. 15. According to the view of Abhinavagupta— This 
figure shows the three positions of Saddaruka. 
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Fig. No. 16. This figure shows the Ancient Greek Theatre 
and shape of their parts. 
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Fig. No. 17. This figure shows the stage-machinery known as 
‘Perisktoi’ in the Ancient Greek Theatres. 





Fig. No. 18. This figure shows the stage-machinery known as 
‘Eccyclema’ (A rolling platform) in the Ancient 
Greek Theatre. 



Fig. 18 




Fig. No. 19 This figure shows the stage-machinery known as 
‘Mechane’ (like a Crane) in the Ancient Greek 
Theatre. 



Fig. 19 



Fig. 20 






Two views of the Theatre of Sicyon, 
showing layout of stage buildings 





Earliest stone foundations, showing slots for 
wooden posts 



Throne of the high priest 






Fig. 27 







